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Foreword

Albrecht Direr and Hans Holbein the Younger:
The names evoke the magnificent achievements of
Renaissance painting and printmaking in Southern
Germany and Switzerland. They are not, however,
generally associated with stained glass. Nevertheless,
Dirrer, Holbein, and their Southern German and Swiss
contemporaries designed some of the most splendid
stained glass in the history of the medium. Their
designs and the stained glass executed after them are
celebrated in this exhibition.

The J. Paul Getty Museum, with its strength in
Old Master drawings, and The Saint Louis Art
Museum, with its outstanding holdings of German art,
were ideal collaborators for Painting on Light. The
exhibition is notable for its combination of scholar-
ship and extraordinary beauty. It is a rare opportunity
to view so large a large quantity of radiant paintings
on glass from the age of Direr and Holbein. The exhi-
bition includes many medium-sized and small-scale
masterpieces, made for both religious and secular
buildings, and demonstrates the amazing flowering of
the stained glass in the late fifteenth century and first
quarter of the sixteenth century. It juxtaposes stained-
glass panels with related drawings to elucidate the
working relationships between the great Renaissance
draftsmen and the talented glass painters who trans-
lated their designs into another medium. The vitality
of stained glass in Southern Germany and Switzerland
from the period is seen in the range of subject matter
treated—including knightly tournaments, the labors
of the seasons, narrative themes, romance, and mili-
tary conquest—and in the technical inventiveness of
the designers and glass painters.

Lee Hendrix, Curator of Drawings at the J. Paul
Getty Museum, and Barbara Butts, guest curator (for-
merly Curator of Prints, Drawings, and Photographs
at The Saint Louis Art Museum) organized this exhi-
bition with enthusiasm and insight. They brought

their expertise in the connoisseurship of drawings to
some of the knottiest problems facing scholars of Ger-
man and Swiss Renaissance art, sought out relevant
drawings and stained glass throughout Europe and
North America, and established fruitful collabora-
tions with their colleagues in the field of stained glass.
We join Barbara Butts and Lee Hendrix in thanking
Barbara Giesicke, Timothy B. Husband, Myléne
Ruoss, Hartmut Scholz, and Peter van Treeck for their
contributions to the exhibition and publication. Mark
Greenberg and his staff in the Publications Depart-
ment at the Getty brought together their texts in
the form of a beautiful and substantial catalogue.

The exhibition in St. Louis was made possible in
part by financial assistance from The May Depart-
ment Stores Company and its Famous-Barr and Lord
& Taylor Divisions, and by the National Endowment
for the Arts, a federal agency. This exhibition would
not have been possible without the generous loans of
the many individuals and institutions named in the
pages immediately following.

John Walsh
Director, The J. Paul Getty Museum

Brent Benjamin
Director, The Saint Louis Art Museum
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Introduction

Drawn on Paper -

- Painted on Glass

Barbara Butts and Lee Hendrix

As an artistic medium, stained glass is most read-
ily associated with the Gothic cathedrals of France.
For many, the words “stained glass” call to mind the
monumental figured windows of Chartres cathedral,
glowing within the towering masonry and shifting in
color and tone with changes of weather, time of day,
and season. Figured stained glass is thought to date
back to the Carolingian period, and by the time the
majority of the windows of Chartres were made in
the early thirteenth century, stained glass was one of the
foremost techniques of painting practiced in Europe.
The association of the achievements of Renaissance
painting, on the other hand, with fresco and pictures
on wood or canvas has obscured the fact that stained
glass continued to thrive and to evolve as a major art
form. It was particularly important in southern Ger-
many and Switzerland during the lifetimes of Nu-
remberg’s most celebrated artist, Albrecht Durer
(1471-1528), and Basel’s renowned painter Hans
Holbein the Younger (1497/98-1543). Indeed, figured
stained glass was ubiquitous, adorning not only mon-
umental windows in churches (fig. 16, p. 32) but also
cloisters (fig. 1), municipal chambers (fig. 12, p. 53),
private chapels (cat. nos. 21-22, fig. 19), scholars’®
studies, castle towers, guild halls, inns, universities,
hospitals, and, if a drawing by the Master of the
Housebook is true to life, even bathhouses {cat. no. 46,
fig. 37). And while the production of monumental
church windows was greatly curtailed by the late
1520s with the spread of the Reformation, the pro-
duction of smaller panels destined for secular settings
continued to flourish.

As the Renaissance artist’s role became defined
as that of a creative intelligence as well as a crafts-
man, it increasingly included designing a wide variety
of artworks to be executed by others. It is common
knowledge that Durer, Holbein, and most of their
contemporaries in southern Germany and Switzerland

designed woodcuts, drawing on blocks that were then
cut by block cutters (Formschneider). Diirer also
designed panel paintings, wall paintings, manuscript
illuminations, and sculpture in relief and in the round
to be executed by other artists. Diirer, Holbein, and
Holbein’s fellow Basel artist Urs Graf designed a
variety of objects to be executed in metal, including
armor, weapons, relief boxes, table fountains, goblets,
portrait medallions, coins, jewelry, and corner decora-
tions for book covers. Diirer’s hundreds of extant
drawings include designs for ceremonial robes, chande-
liers, a cardinal’s throne, and even a pattern for a shoe;
his diary of his trip to the Netherlands in 1520-21
indicates that he designed a mask and a house.!

With the notable exception of Matthias Griine-
wald, the artists whom we think of today as the major
painters and printmakers of the South German and
Swiss Renaissance apparently devoted a significant
portion of their time and talent to the design of stained
glass, as reflected in their large numbers of drawings
for the medium. Designs for stained glass by South
German and Swiss Renaissance artists have often
been marginalized within their oeuvres, undervalued
because of a prejudice against working drawings or
wrongly attributed because they are apt to lack the
spatial, linear, or tonal complexities of studies for
paintings on panel or canvas by the same artists.
Designs for stained glass, however, tend to be excep-
tional in their range of subject matter, calligraphic
beauty, and inventive articulation of ornamental and
figural imagery on two-dimensional surfaces, whether
rectangular, circular, or foliated. Given the paucity of
archival records related to stained glass in the age of
Diirer and Holbein, drawings have the added import
of providing what is often the most valuable means of
identifying the artist responsible for designing a panel
or window. Furthermore, drawings are sometimes the
chief or only evidence of the vast amount of stained



Figure 1. Wettingen cloister, north side, facing east.
Photo: Aargauische Denkmalpflege (1979, Knecht).

glass lost because of wars, iconoclasm, exposure to
the elements, and changes of taste. For instance, of the
large series of stained-glass roundels based on drawings
by the Augsburg artist Jorg Breu the Elder and depict-
ing the battles and hunts of Holy Roman Emperor
Maximilian 1, just two are extant (cat. nos. 83-90).
And only one drawing survives as evidence of what
must have been a series of circular stained-glass panels
depicting Christ’s Passion after drawings by Albrecht
Altdorfer of Regensburg (cat. no. 117). Indeed, this
one drawing is the only proof that Altdorfer designed
stained glass. Virtually no stained glass survives that is
directly based on any of Hans Baldung Grien’s numer-
ous extant drawings for the medium.?

The prestige of stained glass in southern Ger-
many and Switzerland during the Renaissance is
reflected in the number and celebrity of its patrons.
Stained glass was a favored medium of Maximilian 1
(1459-1519; elected king 1486 and emperor 1508),
one of the greatest art patrons of his age. The emperor
is best remembered for using the new medium of print-
ing to celebrate his person and dynasty in enormous
woodcuts, The Triumphal Arch and The Triumphal
Procession, as well as for huge, unfinished projects—
notably his sculptural tomb monument in bronze in
the Hofkirche in Innsbruck—and illustrated books

BUTTS AND HENDRIX

such as the Weisskunig (white king, a play on weiser
Konig [wise king]).? At the same time, some of his
most ambitious projects were brought to fruition in
the form of monumental stained-glass windows and
cycles of small-scale panels (see Hartmut Scholz’s essay
in this volume, pp. 22-23, 26-27, 31; cat. nos. 49,
83-90). Patronage of stained glass also extended to
Maximilian’s courtiers, including the imperial secre-
taries Melchior Pfinzing of Nuremberg (see Hartmut
Scholz’s essay in this volume, p. 32, and cat. nos. 27,
51—-54) and Nikolaus Ziegler of Freiburg (cat. no.
112). Noblemen, bishops, and wealthy burghers vied
with the emperor in making expensive gifts of church
windows and decorating their residences with stained
glass. In the fifteenth century, stained glass also
emerged as a key medium in the embellishment of city
halls and other civic buildings, particularly in Switzer-
land, where the cantons made reciprocal gifts of
stained-glass panels to betoken friendship and politi-
cal alliance (see Barbara Giesicke and Myléne Ruoss’s
essay in this volume, pp. 43 —46).

Within this burgeoning of stained glass in
southern Germany and Switzerland during the Renais-
sance, small-scale panels played a major role. As bull’s-
eye or diamond-shaped glass increasingly replaced
linen, leather, parchment, or oiled paper as a form of



window covering in the fifteenth century, cabinet pan-
els (small figural panels for secular buildings) were
often incorporated in the upper part of the windows
(fig. 2). Stained-glass panels were an important means
of articulating and differentiating architectural spaces
in southern Germany and Switzerland during the
Renaissance. They treated a wide range of themes
appropriate to their settings, including Old and New
Testament stories, the lives of the saints, heraldry, alle-
gories of justice, hunting and fishing scenes, tourna-
ments, wrestling matches, battles, bathhouses, gardens
of love, the labors of the months, and the influence of
the planets. Thus, some scholars’ studies were appar-
ently decorated with quatrefoils depicting the Fathers
of the Church, exhorting the occupants to work dili-
gently (cat. nos. 30-31, 36—43, 47—48), while the
Judgment of Solomon (cat. no. 45) and other exam-
ples of good government were presumably favorite
subjects for stained-glass panels in judicial chambers
of city halls. Painted glass panels, like panel paintings,
served as private devotional images (cat. nos. 21~-22;
fig. 20) and recorded the features of patrons for pos-
terity (cat. no. 20). Cabinet panels commemorated
marriages by depicting a couple’s coats of arms (Al-
lianzscheiben or “alliance panels”). In these and other
heraldic panels, a coat of arms (or a pair of arms) was
usually supported by a figure such as a maiden, soldier,
or wild man standing within an arch (cat. nos. 111-
12, 115). The lively vignettes often included in the
spandrels of these heraldic panels form some of the
most beguiling imagery in the stained glass of the pe-
riod. In addition to recording a patron’s genealogy
through coats of arms, cabinet panels asserted social
status in other ways, indicating, for instance, member-
ship in chivalric orders (cat. no. 14) or proclaiming
privileges, such as the right to participate in tour-
naments (cat, no. 3). Cabinet panels reflected chival-
ric ideals of love (cat. no. 2) and showed sports such
as hunting (cat. nos. §5-58, 87—90), wrestling (cat.
no. 112), and jousting (cat. nos. 3, 78~79), which
were encouraged by Maximilian 1 as a means for his
knights to build body and spirit. Cabinet panels com-
memorated the wars of the period (cat. nos. 83-86),
demonstrated a patron’s humanist learning—for in-
stance, knowledge of classical literature {cat. no. 74)—
and may even have commemorated a dignitary’s visit
to a patron’s residence (cat. nos. 71-74).
Monasteries too reflected the popularity of
stained glass. The confluence of affluence and piety
resulted in the glazing or reglazing of cloisters,
sometimes incorporating cycles of small-scale panels.
Among the most extensive of such commissions to
have survived in situ is that at the Cistercian mon-
astery at Wettingen in Canton Aargau, initiated by
Abbots Johannes Miller (1486-1521) and Andreas
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Figure 2. After Hans Leu the Younger; Hans Funk(?).
Saint Beatus, c. 1510, Pot-metal, flashed, and clear glass,
yellow stain and black vitreous paint, 32.5 X 20.5 ¢m; in
a bull’s-eye glass window measuring 113 X 54 cm. Bern,
Historisches Museum (inv. no. 6828).

Photo: Bern, Historisches Museum.
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Wengi (1521-1528) as part of the restoration of the
cloister after the fire of 1507 (fig. 1; and cat. nos. 1371,
141, 143). The cloister of Nuremberg’s monastery of
Saint Aegidius was probably decorated with a series of
panels depicting the Life of Saint Benedict after draw-
ings by Albrecht Diirer (cat. nos. 11—17) and with ide-
alized portraits in stained glass of the monastery’s
Benedictine abbots after drawings by Diirer’s disciple
Hans Siiss von Kulmbach (cat. nos. 32-35).

Small-scale panels could be rectangular in for-
mat but also took the form of roundels, trefoils,
and quatrefoils reminiscent of medallions in church
windows. Not surprisingly, the technique of small-
scale panels derived from monumental church win-
dows. So-called leaded or pot-metal panels were made
using a combination of clear glass, pot glass (antique
glass that is one deep color throughout its thickness),
and flashed glass {consisting of a thin “flash” of deep
color overlaying clear glass). The flash could be
abraded (removed by scraping or grinding) or acid-
etched to reveal the clear glass beneath. This was espe-
cially helpful in depicting coats of arms or patterns in
clothing, where the small scale of forms would have
made it impossible to add leading in order to insert
different colors of glass. The glass pieces were painted
on the recto (the side meant to face the interior of a
building}), with vitreous paint in black and a range of
browns and grays. The paint was applied as matts
(washes smoothed to a muted, even finish with a
badger, a wide, soft brush with hairs that are three to
four inches long) and as trace lines (contours) and
could be worked in various ways. The stabbing
motion of a badger on drying wash produced stip-
pling, the effect of minute points of light. From the
late fifteenth century, a small wire brush was often
used to scratch points of light out of the matts, reveal-
ing the glass beneath. {For scratch stippling [Kraiz-
stupfen] and technique in general, see Peter van
Treeck’s essay in this volume, p. 58). Highlights could
be picked out using a needle, stick, or the end of a
brush. The glass painter also articulated the verso with
an enamel called silver stain or yellow stain (the source
of the term “stained glass”). When fused to clear glass
through firing, this silver compound produced a range
of translucent yellows, from lemon yellow to golden,
and was often employed for halos, hair, and clothing.
Because yellow stain produced green in combination
with blue glass, it was often used for landscapes.
Sometimes a reddish brown called sanguine, first in-
troduced in southwestern Germany at the end of the
fifteenth century, was also applied to the verso (see van
Treeck, pp. 59-60). It was particularly useful for indi-
cating flesh tones. After firing, the glass pieces were
held together by lead strips called cames.

In addition to leaded panels made with colored
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glass, small-scale panels were executed in grisaille
(from the French grisailler, to paint gray) on a mono-
lithic piece of clear glass. Like their colored counter-
parts, these so-called grisaille or silver-stained panels
were painted and worked in black, gray, and brown
vitreous paint on the recto and in yellow stain, and
often sanguine, on the verso. The use of a single piece
of clear glass lent itself to spatially unified, complex,
and detailed compositions, like the many surviving
silver-stained roundels after the drawings of Jorg
Breu the Elder (cat. nos. 78—-109). Small-scale panels,
whether leaded or monolithic, were executed with lov-
ing attention to detail and notable displays of techni-
cal finesse that could be appreciated at eye level. Indeed,
they combined the spatial illusionism and figural cor-
poreality of panel painting with a superior luminosity
achieved by the transmission and action of light.

In the more traditional glass painters’ work-
shops of the later fifteenth century, such as those of
Peter Hemmel von Andlau in Strasbourg and Michael
Wolgemut in Nuremberg, the design and execution of
stained glass apparently took place in a single studio.
Beginning in the last quarter of the century, however,
glass painters such as Veit Hirsvogel the Elder, the
official glazier of Nuremberg, began to rely increas-
ingly on designs provided by artists working outside
their workshops. The emergence of powerful person-
alities among artists trained as painters and graphic
artists, chief among them Direr, was a crucial factor
in the new division of labor. Certainly Diirer’s renown
as the “German Apelles” led the Bishop of Bamberg,
Emperor Maximilian, the Margrave of Brandenburg,
and the imperial secretary Melchior Pfinzing to em-
ploy him and Hans von Kulmbach to oversee the de-
sign of the monumental windows they commissioned
in the Church of Saint Sebald in Nuremberg (see Scholz,
pp. 31—33, and cat. nos. 18, 27, 49~-50).* Having
transformed the woodcut, engraving, and painting in
Germany through the enormous impact of his graphic
language and his knowledge of human proportion and
one-point perspective, Diirer played a commensurate
role in shaping a new aesthetic for stained glass.

Beginning in the 1490s, the painterly style of
glass painters like Hemmel gave way to a style depen-
dent on the linear brilliance of Direr’s graphic manner,
which he had developed in the service of printmak-
ing. Also under Diirer’s influence, during the first
decades of the sixteenth century the Hirsvogel work-
shop introduced monumental figures set in extensive
landscapes and in unified architectural settings. The
incalculable impact of Direr’s prints, with their linear
manner, monumental figures, lively facial expressions,
figural movement, and spacious compositions, led to
changes in stained glass far beyond Diirer’s immediate
field of influence.



Figure 3. Albrecht Durer. The Martyrdom of Saint Law-
rence, ¢. 1509—13. Pen and blue ink with watercolor on
cream laid paper, 12.2 x 16.9 cm. Berlin, Staatliche Museen
zu Berlin-Preussischer Kulturbesitz, Kupferstichkabinett
(inv. no. kxdz 1537).

Photo: Jérg P. Anders.

Around 1515, a new impetus for stained glass
emerged in the person of Hans Holbein the Younger,
who moved to Switzerland around this time, bringing
with him his own version of the Renaissance aesthetic
(cat. no. 138). Although the younger Holbein appar-
ently designed stained glass only on a small scale, he
infused the medium with a profound monumentality
that melded his early experience in Augsburg of archi-
tecture built in a classicizing Italianate style with his
talent developed in Switzerland for designing illusion-
istic facade paintings. Holbein’s consummate manip-
ulation of broad washes, moreover, introduced to
stained glass painterly effects of the utmost subtlety
and plasticity.

The glass painters, many of whom are known
by name and recognizable by their styles, responded
readily to the new Renaissance aesthetic introduced by
Direr, Holbein, and their contemporaries. Their task
was not merely to transcribe pen-and-ink, wash, or
chalk drawings onto a flat glass surface using vitreous
paint on the recto and vellow stain and sanguine on
the verso. Using their own judgment, formal intuition,
and specialized skills, they interpreted drawings in
terms of the glass medium, using means both additive
(the painting of matts and trace lines) and subtractive
(the picking out of details and highlights and the use of
brushes to create stippling for greater translucency).
They executed small-scale and even medium-sized
panels with great attention to detail and expression
and, frequently, with displays of technical prowess,
creating some of the masterpieces of Renaissance art.

Perceived by means of transmitted rather than
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Figure 4. After designs by Albrecht Diirer and possibly
after cartoons by Hans von Kulmbach; workshop of Veit
Hirsvogel the Elder. The Martydom of Saint Lawrence,
¢. 1509-13. Pot-metal, flashed, and clear glass, yellow
stain and vitreous paint. Nuremberg, Church of Saint
Lawrence.

Photo: Corpus Vitrcarum Medii Aevi Deutschland, Freiburg i. Br.

reflected light, stained-glass panels have a presence
as three-dimensional objects and a luminosity that
are unrivaled by paintings on panel or canvas. No
reproduction can adequately convey how light passes
through glass articulated on both sides (with paint on
the recto and stain on the verso) or through flashed
glass that has been partially abraded or etched on the
verso to reveal the clear glass beneath. Also absent
from reproductions, and most museum installations, is
the dynamic element of natural light, which separates
stained glass from paintings on opaque supports.
Images painted on glass are activated by daylight,
which creates subtle or dramatic variations of color
and tone. As the authors of a volume on stained glass
noted, this is “the most ancient and cunning form of
kinetic art.”$

Artists trained as painters (Maler) and others
trained as glaziers (Glaser) or glass painters (Glas-
maler) collaborated in a variety of ways in the prepa-
ration of drawings for stained glass.® As noted above,
sometimes glass painters made all of their own draw-

DRAWN ON PAPER - PAINTED ON GLASS



At
1§

. (A _R

8
(&7

Figure 5. Jost Amman. The Glazier. Woodcut from
Panoplia Omnium Artium (Book of trades or Stiandebuch),
Frankfurt, 1568. 18.25 X 15 cm. Providence, R.1., Brown
University Library, Lownes Collection of Significant Books
in the History of Science (inv. no. rT 1762.E8).

Photo: Courtesy of Brown University Library.

ings; but by the last quarter of the fifteenth century
they turned increasingly to artists outside their studios
for a large percentage of their designs (about 5o per-
cent in the case of the Hirsvogel workshop in Nurem-
berg).” The designer would initially make a sketch of
the overall composition of a panel or window. Diirer’s
Martyrdom of Saint Lawrence (fig. 3), for two panes
of the Schmidtmayer Window in the church of Saint
Lawrence in Nuremberg, c. 1509-13 (fig. 4), may be
such an initial sketch.® Or it may represent the next
stage in the design, the preparation of pictorial notes
or preliminary drawings, not yet in proportional rela-
tionship to the final pane or window, in order to work
out details of the composition or single figures. The
subsequent stage in the production was a “working
design” in proportional relationship to the final work
of art. This took the form of a “cleaned-up,” usually
traced, second copy (Reinzeichnung) and was some-
times executed by a member of the designer’s work-
shop. Kulmbach’s design for the Margrave’s Window
in Nuremberg’s Church of Saint Sebald (cat. no. 50;
fig. 15, p. 31) is an example of this design stage. In the
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Figure 6. Jost Amman. The Glass Painter. Woodcut from
Panoplia Omnium Artium (Book of trades or Stindebuch),
Frankfurt, 1568. 18.5 X 15 cm. Providence, R.1., Brown
University Library, Lownes Collection of Significant Books
in the History of Science (inv. no. PT 1762.E8).

Photo: Courtesy of Brown University Library.

case of small-scale panels, this stage in the design pro-
duced a drawing that matched the size of the finished
work and could thus serve as the final pattern, guiding
the glass painter in applying the matts and trace lines
in vitreous paint, either by being placed underneath
the glass or in front of him (fig. 6). In the case of mon-
umental windows, working designs were the basis for
cartoons (from the Italian cartone, big paper), which
provided this type of guidance to the glass painter.
Pieced together, cartoons matched the full dimension
of the finished window.? Cartoons could be executed
by the designer, a member of his studio, or the glass
painter. The extent of the designer’s participation
might have depended on the wishes of the patron.
Given the paucity of documents and extant car-
toons, judgments about the extent of the designer’s
participation in a monumental stained-glass window
must often be based on the visual evidence of the
extant drawings and glass. The survival of several
cartoons by or attributed to Durer {cat. nos. 10, 18,
23, 27) suggests that he participated well into the
final stages of production by the Hirsvogel workshop.



No cartoons by Diirer’s most gifted follower, Hans
Baldung, have survived.'® But the careful emulation of
Baldung’s graphic manner in some of the panels from
the stained-glass cycle made by the Hirsvogel work-
shop for the Nuremberg Carmelite cloister (fig. 7;
fig. 30, cat. no. 29) and in Mater Dolorosa and Man
of Sorrows, executed by the Freiburg glass painter
Hans von Ropstein for Freiburg’s Carthusian monas-
tery (cat. nos. 113-14), suggests that Baldung pro-
vided the cartoons for these windows. Indeed, some
windows approximate the styles and depth of expres-
sion of Durer, Baldung, and other contemporary
artists so closely that they raise the question of
whether the designing artists also painted the glass.
This is highly unlikely, however, because of various
factors, including the presence of an official city glazier
(Stadtglaser) in Nuremberg or the 1522 regulation in
Augsburg forbidding the members of the artists
guild—which included painters, glaziers, sculptors,
and goldsmiths—from producing works in media
outside that in which they had been trained.?

As in the case of drawings for monumental
stained-glass windows, drawings for small-scale pan-
els served different purposes and reflect different
types of collaboration between the designers and glass
painters as well as varying relationships between art-
ists and patrons. For instance, patrons were shown
drawings in different degrees of finish. Jorg Breu
appears to have produced overall compositional
drawings for patrons that included far more linear
detail than could be accommodated in the final glass
painting, as seen in his designs for roundels depicting
Maximilian 1’s battles (cat. nos. 83, 85). Direr, by
contrast, seems to have shown patrons sketches giving
an overall impression of his concept, as in his Sains
Benedict Gives a Peasant the Blade of His Scythe (cat.
no. 11) for The Life of Saint Benedict. Both Breu’s
detailed drawings and Diirer’s loosely executed ones
were then translated into to-scale or working designs
that would give unambiguous guidance to the glass
painters. Diirer’s Saint Benedict Teaching (cat. no. 12)
for The Life of Saint Benedict is a clean copy, in pro-
portional relation to the finished panel, which—while
it might have been presented to the patron—seems
more likely to have been intended to serve the glass
painter. In comparison with Saint Benedict Gives a
Peasant the Blade of His Scythe, cross-hatching is all
but eliminated and contours and hatching lines are
simplified, the latter organized parallel to the picture
plane, allowing them to be more easily followed by the
glass painter. In Breu’s case, a drawing by his own
hand or that of an assistant translated a portion of the
complex linear hatching of his highly finished drawings
of the type encountered in the wars of Maximilian 1
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Figure 7. After Hans Baldung Grien; workshop of Veit
Hirsvogel the Elder. Christ and the Woman Taken in
Adultery, c. 1505. Pot-metal, flashed, and clear glass,
yellow stain, and vitreous paint, 71 X 59.5 cm. Nuremburg-
Grossgrundlach, Church of Saint Lawrence.

Photo: Germanisches Nationalmuseum, Nuremberg.

into washes, equivalent to matts the glass painter
employed for shading (cat. nos. 83, 93).

South German and Swiss Renaissance drawings
for stained glass include a plethora of tracings and
copies of working designs. These were presumably
made by the designer or a member of his atelier as
records of compositions before they left the design-
er’s workshop, or by the glass painter as workbench
drawings, in order to preserve the expensive originals
(cat. no. 65, fig. 50).12 Saint Gregory (cat. no. 48), a
rare monogrammed drawing by the glass painter Veit
Hirsvogel the Younger, is a workbench drawing. It
was presumably based on a lost design by Hans von
Kulmbach for a small-scale panel and shows how
Hirsvogel translated Kulmbach’s subtly modulated
shading in pen and ink and wash into simpler shading
in wash alone. In the case of Breu, for whom multiple
versions of panels exist (cat. no. 107; figs. 78-79), the
many copies after his drawings reflect the popularity
of his glass designs for decades after they were made.
Indeed, a huge proportion of designs for stained glass
were copied, sometimes decades later, by glass painters
and painters in order to perpetuate them (cat. no. 152)
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Figure 8. Central Europe around 1547.

Courtesy University Press of America, 1980.

or even update them (cat. no. 7). The large numbers of
copies after the stained-glass designs by artists like
Breu the Elder and Holbein the Younger form an espe-
cially thorny area when determining authorship.
Baldung’s drawings for heraldic panels produced
during his mature career in Freiburg and Strasbourg
(for example, cat. nos. 111-12) introduce yet another
possibility for collaboration: a designer and glass
painter making a single drawing. Unidentified glass
painters of Strasbourg or Freiburg apparently received
the commissions and began designing them, demar-
cating architectural elements and often executing the
coats of arms, leaving the figural elements of the shield
holder and spandrel vignettes to be filled in by Baldung.
The glass painter’s inscription on a design for the
Prechter family of Strasbourg (cat. no. 111) stipulates
Baldung’s task in detail, dictating the type of shield
holder that was required by the patron and the subject
matter to be inserted in the spandrels of the arch.
Baldung ingeniously inserted the shield-holding fig-
ures into what were sometimes meager spaces left by
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the glass painter beside the coats of arms and often
gave free rein to his expansive calligraphic draftsman-
ship in the spandrels above.

In the design of panels to be made with colored
glass, the glass painter or designing artist often
marked the final pattern or cartoon with color no-
tations: b for blue (blau), r for red (rot), w for white
(tweiss), a leaf for green, and so forth {cat. nos. 18, 65,
112). Occasionally, watercolor was used in place of
or to supplement color notations, notably by Diirer
(cat. no. 9), Niklaus Manuel Deutsch (cat. no. 125) of
Bern, and Hans Holbein the Younger (cat. no. 151).
After the drawing was substantially completed, the
glass painter sometimes indicated lead lines in red
chalk (cat. no. 62).

Although there are few records of how much
German and Swiss artists of this period were paid
for their designs, making drawings for stained glass
was apparently profitable. The price of the emperor
Maximilian 1’s window in the choir of Saint Sebald in
Nuremberg was 200 Rhenish guilders (florins), from



which the glass painter(s) received 140 upon comple-
tion of the window and the designer(s) presumably 6o
{cat. no. 49). By comparison, Diirer sold a panel paint-
ing of a Madonna and Child to the bishop of Breslau
in 1508 for 72 florins, having earlier been willing to
accept 25, and in the same year settled on 200 florins
as payment for an altarpiece for the Frankfurt mer-
chant Jakob Heller."3

While stained glass was produced throughout
the German-speaking lands in the Renaissance, the
medium is particularly cohesive stylistically in South
Germany and Switzerland. Painting on Light focuses
on seven leading centers of stained-glass production
in this region—Nuremberg, Augsburg, Strasbourg,
Freiburg im Breisgau, Basel, Bern, and Zurich—and
on the period from c. 1470 to c. 1530 (fig. 8). These
cities were connected by language, trade, religion, pol-
itics, and, as importantly for the purposes of this exhi-
bition, by the movement of artists. Direr spent his
entire life in Nuremberg, but he worked as a journey-
man in Basel and Strasbourg and received important
commissions from patrons in Augsburg. Hans Hol-
bein the Younger was born at Augsburg, where his
father, the painter Hans Holbein the Elder, had
bought a house and established a thriving workshop.
Around 1515, however, the vounger Holbein moved
to Basel, where he was admitted as a master in the
painters’ guild in 1519. Hans Baldung entered Diirer’s
workshop by 1503 and remained in Nuremberg
until 1507-8. In 1509, he settled in Strasbourg, as
his family before him had done. From 1512 he
received important commissions in Freiburg, where
his brother was a professor at the university. Hans
Schaufelein was active in Direr’s workshop in
Nuremberg c. 1502/3—7 and in Hans Holbein the
Elder’s workshop in Augsburg in 1508-9. He appar-
ently worked in Augsburg until 15715, when he moved
to nearby Nordlingen, where he was appointed as
municipal painter. Hans Leu of Zurich apparently
worked in Durer’s workshop in Nuremberg around
1509—10 and assisted Baldung in Freiburg c¢. 1512—
13 before settling in his native city by 1514. Hans Wei-
ditz may have spent time in the Augsburg workshop of
Hans Burgkmair before settling in Strasbourg in
1522~23. Niklaus Manuel Deutsch of Bern and
Urs Graf of Basel, while residents in those cities for
their entire careers, were particularly receptive to the
influences of Diirer and Baldung to the north. Many of
the German artists represented in Painting on Light
collaborated on large projects for Maximilian 1. Alt-
dorfer, Baldung, Breu, Burgkmair, Diirer, Kulmbach,
Schiufelein, and Weiditz all enjoyed the patronage of
Maximilian 1 in the second decade of the sixteenth
century, working together in various combinations on
woodcuts that celebrated his personality and reign.

Among the cities that contributed to the flower-
ing of stained glass in the late Gothic and early Renais-
sance periods, Nuremberg was particularly fortunate
that its monumental church windows were spared the
ravages of iconoclasm thanks to the orderly transition
to Lutheranism in 1525. Located at the intersection of
twelve overland trade routes, Nuremberg was the hub
of the Holy Roman Empire, a loose federation of vari-
ous German principalities plus Austria, Bohemia, and
Moravia. In 1425, Nuremberg’s key position in the
empire was affirmed when the city became the guard-
ian of the imperial relic collection and coronation
regalia. Humanism, art, and science flourished there
alongside trade. The city’s many exports included
tools, household objects, weaponry, armor, and me-
chanical instruments such as compasses, clocks, and
precision navigational devices, as well as globes, maps,
and books. Nuremberg was also the home of Ger-
many’s most celebrated artist, Diirer. And although
Diirer is better known for bringing classical subjects
and art theory to Northern Europe from Italy and for
revolutionizing the arts of engraving and woodcut, he
also helped transform stained glass, treating secular
and religious subjects but predominantly the latter
and never, it seems, classical themes.

Direr would have witnessed the design of
stained glass during his apprenticeship to Michael
Wolgemut, when he also came under the spell of two
late-fifteenth-century painters and printmakers active
along the Rhine: Martin Schongauer and the Master
of the Housebook. The latter profoundly influenced
small-scale stained glass from around 1475, particu-
larly through the charming panels with subjects re-
flecting courtly ideals (cat. nos. 2—3) made after his
designs. Diirer may still have been a journeyman when
he reinterpreted one of the Master of the Housebook’s
popular designs for stained-glass quatrefoils, depict-
ing young people playing games (cat. nos. 7—8). Such
drawings by Diirer were certainly responsible for the
continued fashionableness of the quatrefoil format,
which probably had its origins in the Burgundian
Netherlands and which Diirer’s followers Kulmbach,
Schaufelein, and Baldung (cat. nos. 30-31, §5-
58, 71~76, 110) all used, Kulmbach well into the
second decade of the sixteenth century. The Flemish-
influenced realism of Schongauer informed the young
Diirer’s design for a stained-glass window depicting
Saint George Fighting the Dragon, ¢. 1496 (cat. no. 9),
which, if it had been executed, would have been a
monumental window of unprecedented spaciousness
and figural movement.

Pathos and a heroic conception of the human
figure, reflecting Diirer’s trip to Italy in 1494~95 and
his firsthand study of the work of artists like Andrea
Mantegna, typify Direr’s Saint Peter, ¢. 1501-2, the
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Figure 9. Upper Rhenish (Basel?) Master. Design for a
Stained-Glass Panel with a Maiden Holding a Shield,

C. 1465-70. Pen and black ink, gray wash, over black
chalk, 42.6 X 29 cm. Basel, Offentliche Kunstsammlung
Kupferstichkabinett (inv. no. v.Ir.71).

Photo: Offentliche Kunstsammlung Base!, Martin Bithler.

only surviving cartoon for the Bishop of Bamberg’s
window in Saint Sebald in Nuremberg (cat. no. 18).
With such cartoons, Diirer challenged the glass paint-
ers in the Nuremberg workshop of Veit Hirsvogel the
Elder to emulate his swelling and tapering lines and
rhythmic hatching in the depiction of figures of revolu-
tionary corporeality, breadth, and expressiveness. The
glass painters rapidly emulated Direr’s graphic lan-
guage both in monumental windows and in small-
scale panels. The pair of small trefoils representing
Death on Horseback threatening Sixtus Tucher at His
Open Grave (cat. nos. 19-20, figs, 17-18), captures
the power of description and characterization and the
lively sense of narration that had made Diirer’s wood-
cuts illustrating The Apocalypse famous. In panels
Diirer designed for the private chapel of Sixtus Tucher
around 1504-35 (cat. nos. 21-22), the Hirsvogel
workshop achieved the deep landscape settings that
Diirer had sought in Saint George Fighting the Dragon.
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In the Pfinzing Window of 1515 in Saint Sebald in
Nuremberg, for which a single cartoon survives (cat.
no. 27), the glass painters followed Diirer in incorpo-
rating the lessons of the Italian Renaissance, most
apparent in the unified conception of pictorial space,
constructed according to the laws of one-point per-
spective {fig. 16, p. 32).

Diirer’s legacy in the design of stained glass
was carried to Freiburg and Strasbourg by Hans Bal-
dung, to Augsburg by Hans Schiufelein, and to Zurich
by Hans Leu the Younger. Meanwhile, Hans von
Kulmbach established a workshop in Nuremberg in
1511 and continued to remain in close contact with
Diirer. Adopting Diirer’s graphic language and emu-
lating the breadth, but not the volume and weightiness,
of Durer’s figures, Kulmbach designed the monumen-
tal windows commissioned by Maximilian and the
Margrave of Brandenburg for Saint Sebald in Nurem-
berg in 1514 (cat. nos. 49—50). (Diirer is thought to
have helped Kulmbach to achieve a spatially unified
Renaissance composition by providing a design, no
longer extant, for the Emperor’s Window.) Kulmbach
produced numerous designs for small-scale panels
with serene figures and a play of light on forms that
call to mind his apprenticeship with the Venetian
painter Jacopo de’ Barbari. The tiny figures of a
nymph, Apollo, and Marsyas that animate the ar-
chitecture of his designs for glass with idealized por-
traits of the Benedictine abbots of Saint Aegidius in
Nuremberg (cat. nos. 32-35) show that Kulmbach
was capable of embodying the humanist ideals of
Nuremberg’s educated elite. Kulmbach collaborated
with Veit Hirsvogel the Elder’s sons Hans and Veit
(cat. nos. §1-54).

Even before Kulmbach’s death in 1522, the
younger Nuremberg artist Sebald Beham began to
compete for commissions to design small-scale panels.
Beham’s designs, which also emulated Diirer’s graphic
language, were apparently translated into stained glass
by Veit Hirsvogel the Elder’s youngest son, Augustine,
who introduced into Nuremberg a more tonal style
akin to that used in Augsburg (cat. nos. 63-64, 84).
Most of Beham’s surviving designs for stained glass are
circular in format, another similarity with Augsburg
stained glass. These include many drawings illustrating
the lives of Christ and the Virgin and monumental tondi
such as the Saint Sebald (cat. no. 62). In the 153 0s, after
Beham moved to Frankfurt, his contemporary, Georg
Pencz, remained in Nuremberg and continued to design
stained glass. The classical nudity that is a salient fea-
ture of Pencz’s engravings was mirrored in his designs
for cabinet panels (cat. no. 68) and apparently found
favor among patrons in Nuremberg (cat. no. 69).1*

The most gifted artist in Diirer’s circle, Hans



Baldung, appears to have begun his active career-
long production of designs for stained glass already
during his first moments in Diirer’s studio. One of
Baldung’s earliest surviving designs for stained glass,
Saint Vincent Ferrer Preaching (cat. no. 28), is strongly
reminiscent of Diirer’s series of panels The Life of
Saint Benedict (cat. no. 12). Already as a young man
of twenty, however, Baldung was more expressive
graphically, coloristically, and in the interpretation of
traditional religious subjects, as seen in his Christ and
the Woman Taken in Adultery (fig. 7) from the series
of panels begun around 1504 depicting the lives of the
Virgin and Christ for Nuremberg’s Carmelite cloister
(cat. no. 29).

In 1509, Baldung obtained citizenship in Stras-
bourg, one of the major centers of humanism along
the Upper Rhine with a large publishing industry.
An imperial city like Nuremberg, Strasbourg was a
staging point for trade from Italy to the Netherlands
along the Rhine and from central and east Europe
to France over the Rhine. Home to the studio of
Peter Hemmel von Andlau (cat. no. 4), it was also
the leading center for the production of stained glass
in southern Germany in the late fifteenth century
(see Scholz, pp. 17-22). In Strasbhourg, the expressive
tendencies Baldung revealed in Nuremberg came even
more to the fore in his numerous flamboyant designs
for heraldic panels. Building on the fifteenth-century
tradition of heraldic windows designed in the manner
of the anonymous Rhenish engraver who signed his
works E.S. (fig. 9), Baldung transformed its playful,
courtly subject matter with his own brand of humor,
eroticism, eye for genre detail, and linear bravura. Bal-
dung often characterized issues of gender in a witty
juxtaposition of shield holder and spandrel imagery.
In a drawing with a female shield holder, the design
for the Strasbourg Prechter family (cat. no. 111), a
matron stands sedately below while her counterparts
above succumb to the temptations of lovemaking and
wine. In one with a male shield holder, the design for
Nikolaus Ziegler (cat. no. 112), a burly soldier pas-
sively supports the shield below while above his coun-
terparts tangle aggressively in a wrestling match.
Baldung’s inventive powers extend from his witty
approach to subject matter to his expansive calli-
graphic linework, which had a profound impact upon
contemporaries, particularly Manuel Deutsch, Graf,
Leu, Weiditz, and the Strasbourg artist Hans Wechtlin,
whose relative and perhaps brother, Jakob, was a glass
painter in the Freiburg studio of Hans von Ropstein.'’

From 1512 to 1517, Baldung worked in the
smaller town of Freiburg im Breisgau, painting the
high altarpiece for the minster (in situ), a work that
was to decisively influence the art of that city. Freiburg
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Figure 10. Hans Baldung Grien. The Abbess Veronica von
Andlau with Nuns of Cloister Hobenburg, c. 1510. Pen
and brown ink on cream laid paper, 43 X 31.5 cm. London,
Victoria and Albert Museum (inv. no. b 199-1888) .

Photo: Victoria and Albert Picture Library.
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Figure 11. Jorg Breu the Elder. Ulysses and Telemachus
Slaying the Suitors, 1522. Pen and black ink and traces of
black chalk on cream laid paper, 24.4 cm (diam.). London,
British Museum (inv. no. 1949-1-11-109).

Photo: © The British Museum.

possessed a strong tradition in stained glass of large
panels depicting single figures of saints and other holy
personages standing before damask grounds. Around
1515, Baldung put the stamp of his expressive figure
style on the traditional form, designing large panels for
the Carthusian monastery in Freiburg (cat. nos. 1r3—
14), executed by Hans von Ropstein but obviously
under Baldung’s close supervision. Indeed, the finest of
these figures in stained glass, the Mater Dolorosa and
Christ as Man of Sorrows (cat. nos. 113-14; Scholz,
PP. 24-25), rival panel painting in the degree to which
the nuanced modeling expresses the corporeality of
the forms. Among Baldung’s many surviving drawings
for stained glass, there are only a handful for monu-
mental windows. The foremost of these is a pair
divided between the Victoria and Albert Museum
and the collection of Géttingen University: The Abbess
Veronica von Andlau with Nuns of Cloister Hoben-
burg (fig. 10) and The Knight Veltin von Andlau with
Male Family Members.

With its powerful merchant and banking fami-
lies, chief among them the Fuggers and Welsers, Augs-
burg was a conduit for traffic to and from Italy and
consequently a fertile recipient of the ideals and for-
mal vocabulary of the Italian Renaissance. The monu-
mental architecture of Renaissance Italy soon took
hold in Augsburg, notably in the mortuary chapel of
the Fugger in Saint Anne’s Church, c. 1509-18, the
earliest religious architectural structure in the Ger-
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Figure 12. Urs Graf. Design for an Alliance Panel with the
Stehelin and Bischoff Arms, 1515. Pen and black ink on
beige laid paper, 38.6 X 41.4 cm. Basel, Offentliche
Kunstsammlung, Kupferstichkabinett (inv. no. k. 55.).

Photo: Offentliche Kunstsammlung Basel, Martin Biihler.

man-speaking lands to be decorated in the Renais-
sance style. Augsburg was an important center for the
manufacture of textiles and of metal wares, particu-
larly armor and weapons. The location of the Imperial
Council, it was also the nexus for some of the great
illustration and printing projects commissioned by
Maximilian 1, such as The Triumphal Procession, the
Theuerdank,' and the Weisskunig. The artists who
designed the hundreds of woodcuts for these proj-
ects included a number from Augsburg, notably
Burgkmair, Leonhard Beck, and Schaufelein. The em-
peror’s imprint also appears markedly in the stained
glass produced in the city. The bishop of Augsburg,
Heinrich von Lichtenau, may have commissioned Hans
Schaufelein’s most important surviving stained glass in
honor of Maximilian 1’s visit to his residence at Dil-
lingen after the Imperial Council met in Augsburg in
1510 (cat. nos. 71—74). Schiufelein used the quatre-
foil format and the linear manner so popular in Nu-
remberg for the series celebrating Maximilian 1 as
chief and sovereign of the Order of the Golden Fleece.
In 1516, the emperor commissioned from Jorg Breu
one of the greatest secular cycles of Renaissance
stained glass that illustrates his battles and hunts for
the imperial hunting lodge at Lermoos in Tyrol (cat.
nos. 83—90). Indeed, Breu is today chiefly admired for
his drawings for stained glass, with their vivid detail
and incisive line. Active as a designer of book illustra-
tions, Breu also brought to stained glass a talent for



representing extensive narrative cycles (cat. nos. 98—
109), as well as a wealth of secular and classicizing sub-
jects that flourished in book illustrations and prints
(fig. 11).

Whereas the leaded quatrefoil incorporating
colored glass was a favored form for cabinet panels in
Nuremberg, the roundel (a circular monolithic panel
painted in grisaille), which had long dominated small-
scale glass in the Burgundian Lowlands, was the favor-
ite format for small-scale stained glass in Augsburg.
Additionally, the circular form had Renaissance over-
tones that appealed to classically minded Augsburg
artists and lent itself beautifully to the creation of deep
architectural and landscape spaces (cat. nos. 77, 84).
Because of the lack of leading and color, the roundel
could be painted in great detail and nuance of tone,
fostering landscape settings that rivaled the finest
examples in prints and oil paintings in Renaissance
Germany (cat. no. 84). Thus, it is not surprising that
this format was widely used for secular subject matter,
as in the great cycle of the months designed by Breu
for the Hoechstetter family of Augsburg around 1520
(cat. nos. 91—94), or scenes incorporating magnifi-
cent architectural and landscape settings, such as
Burgkmair’s allegories of the Virtues from around
1510-20 {cat. no. 77). Not only Breu and Burgkmair
but also Weiditz (cat. no. 116) and Beck (cat. no. 45,
fig. 34) appear to have exploited the roundel format.

In Switzerland, stained glass arguably occupied
an even larger place in the work of major artists than
it did in Germany. One reason for the prominence of
the art form is its link with the self-consciousness
of the Swiss Confederation itself, whereby the oath
of alliance was regularly affirmed in cycles of panels
donated by each of the member cantons and display-
ing their respective coats of arms (Standesscheiben;
see Giesicke and Ruoss, pp. 45-46). Niklaus Manuel
Deutsch, the foremost Renaissance artist in the city
canton of Bern, emerged as a strong personality in
stained-glass design around 1508, as seen in his draw-
ing of two confederate soldiers supporting his own
coat of arms (cat. no. 121). The impact of Baldung’s
stained-glass designs in Switzerland is apparent in
Manuel’s calligraphic line, sense of three-dimensional
anatomy, and use of bravura penwork in the spandrel
figures. Manuel interpreted Baldung’s designs in terms
of his own sharper, more incisive line; violent, belli-
cose subject matter; and lithe, attenuated figure types.
Manuel dominated Bernese stained-glass design
through at least the middle of the century, leaving his
mark on the work of the glass painters Hans Funk
and Antoni Glaser (cat. nos. 118, 137). Indeed, for
Manuel, who was also a poet and a learned artist in
Renaissance fashion, stained-glass drawings became

such a loaded artistic vehicle that he used the for-
mat to depict complex allegories that he may never
have intended to have executed in glass (cat. nos. 123—
24). When Bern officially accepted the Reformation in
1528, Manuel was one of its leading advocates. His
passionate support of the Reformation found vivid
expression in designs for stained glass such as King
Josiah Has the ldols Destroyed (cat. no. 128).

During the Renaissance, Zurich was a promi-
nent center for the production of glass, most notably
by the glass painter Lucas Zeiner, who is credited with
originating the canonical format of the signature Swiss
form of stained-glass cycle, the Standesscheiben (can-
ton panels). Around 1514, a new catalyst for Zurich
glass painting emerged with the return of the Zurich-
born painter Hans Leu the Younger, who had studied
with Diirer in Nuremberg around 1509-10 and
come under the strong influence of Baldung’s work in
Nuremberg (cat. no. 29) and in Freiburg c. 1512-13.
Upon returning to Switzerland, Leu retained the calli-
graphic freedom and ornamental ebullience of Bal-
dung’s manner. This he combined in his stained-glass
designs with the manipulation of wash pioneered by
Holbein in Basel, using wash calligraphically, with
dramatic tonal variation and emphasis on atmospheric
effects. Leu also showed his particular affinity for
dynamic landscape imagery in such stained-glass de-
signs as Lot and His Daughters (cat. no. 133).

Basel, with its great university, was Switzerland’s
premier intellectual center. As a seat of humanist learn-
ing and writing, the city supported the illustrious print-
ing houses of Johannes Amerbach, Adam Petri, and
Johann Froben. (The latter employed Desiderius Eras-
mus of Rotterdam as its editor from 1521 to 1527.) In
connection with the production of illustrated books,
commissions for woodcuts provided an important
source of income for artists such as Urs Graf, who
became a citizen of Basel in 1512. Born in Solothurn,
Graf trained there with his father as a metal worker
and in Basel with the glass painter Hans Heinrich
Wolleb. While most of the other South German and
Swiss designers for stained glass of the period were
active as painters, Graf stands out for apparently
eschewing this medium, as well as for actually having
been trained as a glass painter. Graf’s largest surviving
body of works and chief testament to his genius are
his drawings. While most of these were made as inde-
pendent works of art, a portion are designs for stained
glass. Graf, like Manuel, was active as a mercenary
soldier, and judging from his violent temper, he was
well suited to that profession. Graf’s drawings illus-
trate a unique thematic world, encompassing war, cru-
elty, and wicked humor, often with reference to the
battle between the sexes. Like Graf’s subject matter, his
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Figure 13. Urs Graf. The Betrayal of Christ, 1515. Pot-
metal, flashed, and clear glass, yellow stain and vitreous
paint, 43.5 X 30.8 cm without lead border. Basel, orphanage
(Biirgerliches Waisenhaus [former Carthusian monastery],
Zscheckenbiirlinzimmer).

Photo: Christoph Teuwen, Basel.

graphic language is personal, extravagant, and could
even be described as violent in its celebration of inci-
sive black line.

Graf’s stained-glass designs, while less explicitly
violent than his independent drawings, nonetheless are
stamped by his boundary-testing personality. Design
for an Alliance Panel with the Stebelin and Bischoff
Arms (fig. 12) of 1515 pushes the playful sexual innu-
endo seen in the stained-glass designs of Baldung and
Manuel to a new extreme, as a nude maiden with
somewhat grim, dark-rimmed eyes, stands between
the couple’s coats of arms, fondling the cap of a crude-
faced, seated beggar-fool who pulls at her hair ribbon,
his hand directly below her pudenda.'” Such blunt
references to prostitution and war in heraldic pan-
els must have resonated with the realities of life:
the patron, the Basel cloth merchant Hieronymus
Stehelin, was killed in the battle of Marignano in Sep-
tember 1515, and thus appears to have commissioned
the drawing on the eve of his death.'® The flourishing
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of heraldic panels in South Germany and Switzerland
during the Renaissance testifies to the importance of
stained glass as a medium expressing a newfound
sense of personal identity extending from the nobility
to humanists and wealthy burghers. No doubt the
impact of strong artistic personalities such as Baldung,
Manuel, and Graf upon their design increased their
appeal. Indeed, both Manuel and Graf designed glass
panels with their own devices (cat. nos. 121, 136),
attesting to the importance of the medium in Switzer-
land for the expression of artistic identity. The sur-
viving panels for a cycle illustrating Christ’s Passion,
preserved in Basel’s Biirgerlisches Waisenhaus (for-
merly the Carthusian monastery; fig. 13}, call to mind
Graf’s talent as a graphic designer of book illustrations.

The most revolutionary presence in South Ger-
man and Swiss stained glass since the young Diirer
was Hans Holbein the Younger, who moved from his
native Augsburg to Basel as a journeyman in 1515.
Holbein’s earliest surviving stained-glass design, for a
heraldic panel for Hans Fleckenstein, dates from 1517
{cat. no. 138), when Holbein and his father were in
Lucerne executing the illusionistic mural paintings for
the house of Hans Hertenstein. The drawing forms
an art-historical parallel to Diirer’s design for a win-
dow depicting Saint George Fighting the Dragon (cat.
no. 9) insofar as it imposes a Renaissance sense of
unified space and three-dimensionality upon the me-
dium. The late medieval ornamental exuberance that
lingered in the drawings of Manuel, Graf, and Leu was
foreign to Holbein, whose designs for stained glass
were defined by his understanding of monumental
painting as the creation of three-dimensional figures in
illusionistic spaces.'® Reflecting Holbein’s experience
designing mural paintings, the powerful illusionism of
his design for Fleckenstein belies the small scale of the
work. Spacious classical architecture, at times quoting
a Vitruvian formal vocabulary, and monumental fig-
ures portrayed from a low vantage point became con-
stant features of the younger Holbein’s stained-glass
designs. The weight, ambient space and light, and ath-
letic figural movement that are integral to Holbein’s
illusionism are conveyed by his unique and unprece-
dented manipulation of gray wash in fluid applica-
tions and delicate layers of tones. Holbein expanded
further upon the ambitious architectural space of the
Fleckenstein design in double panels, like those he
designed for the Carthusian cloister of Wettingen,
outside Zurich, representing the city of Basel (cat.
nos. 142-43). Here Holbein placed his figures under
multipartite triumphal arches, the openings of which
afforded not one but a series of connected, breath-
taking landscape vistas. Holbein’s illusionism incorpo-
rated his own brand of realism, seen in the strong



Figure 14. Hans Holbein the Younger. Design for a Stained-
Glass Panel with Two Unicorns, c. 1522—23. Pen and black
ink with gray wash and reddish brown watercolor on cream
laid paper, 41.9 X 31.5 cm. Basel, Offentliche Kunstsamm-
lung, Kupferstichkabinett (inv. no. 1662.150).

Photo: Offentliche Kunstsammlung Basel, Martin Buhler.

individuation of figures, from saints to shield-holding
soldiers, and even of unicorns, which in Holbein’s
hands become plausible, deerlike animals of threat-
ening vitality (fig. 14). Holbein’s stained-glass designs
also include one of the most vivid expressions
of humanist culture in Renaissance Basel, featuring
the device of his close friend Erasmus: the terminus
(fig. 15), associated with the scholar’s motto “Iyield to
no one.” The panel made after this design, a gift from
Erasmus to the University of Basel, has perished.?’
Holbein generated a steady production of stained-
glass designs prior to his second departure for England
in 1532, although, sadly, only a few connected glass
panels survive (cat. nos. 146-50).2" The numerous,
and in some cases extraordinarily faithful, copies of
his designs for stained glass attest to his impact and
influence (cat. nos. 1§1-52).

The year 1530, roughly corresponding to
Holbein’s second departure for England, marks the
cutoff point of the exhibition; however, this in no
way implies that the production of stained glass in

E

Figure 15. Hans Holbein the Younger. Design for a Stained-
Glass Panel with the Terminus of Erasmus, 1525. Pen and
black ink with gray wash and red and green watercolor
over black chalk on beige laid paper, 31.5 X 21 ¢cm. Basel,
Offentliche Kunstsammlung, Kupferstichkabinett (inv.

no. 1662.158).

Photo: Offentliche Kunstsammlung Basel, Martin Bihler.
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South Germany and Switzerland diminished. Rather
it serves to bracket a period that witnessed extraordi-
nary achievements in stained glass commensurate with
those in painting and the graphic arts accomplished by
Diirer, Holbein, and their Swiss and South German
contemporaries. Key to these accomplishments was
the collaborative nature of the medium, involving the
artists who conceived the works and the glass painters
who transformed ambitious drawings into the magical
medium of painted glass.

N\
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I2.

. Of the former, Diirer wrote, “I have made a drawing for a mask for the

Fugger’s people for masquerade, and they have given me an angel.” See
Fry 1995: 71. The latter drawing was for the physician of Margaret

of Austria (1480-1530), Emperor Charles v’s aunt and regent of the
Netherlands. Diirer wrote, “I have had to draw the design of the

house for [Lady Margaret’s] physician, the doctor, according to which
he intends to build one, and for drawing that I would not willingly
take less than ten florins.” See Fry 1995: 54.

. For a closely, but still not exactly, connected drawing and glass panel,

cf. Baldung’s drawing of a Madonna and Child in The British Muscum
(Schilling Collection) and Hans Funk’s Panel with the Virgin and
Child and the Arms of Bremgarten (Bern, Historisches Museum) in
Bern 1979: nos. 266-67.

. On The Triumphal Arch, see London 1995: no. 37, and Bartsch 1803 -

21: no. 138 under Diirer. On The Triumphal Procession, see London
1995: nos. 143—45, and Bartsch 1803~21: no. 124 under Burgkmair.
On The Tomb Monument of Maximilian 1, see Smith 1994: 171, 175,
185-92, 237, 365, 458, figs. 145—47, 149-54. On the Weisskunig, see
London 1995: no. 142.

. Konrad Celtis, poet laureate of the empire, hailed Direr as the German

Apelles in a manuscript datable to 1500 (Kassel, Landesbibliothek).
See Hutchison 1990: 68 and 212, note 2. In 1508, Christoph Scheurl
praised Diirer for his ability to rival the ancient painters in illusionism,
calling Diirer “the second Apelles” in his book with Ricardus Sbrulius,
Libellus de laudibus Germaniae (Little book in praise of Germany). Sce
Hutchison 1990: 72-73.

. Lee, Seddon, and Stephens 1976: 6.
. During the course of the sixteenth century, the word glazier took on

a more specific meaning, designating the craftsman who made leaded
lights (fig. 5), while the term glass painter was used for those who
worked in stained glass (fig. 6). See Brown and O’Connor 1991: 14-15,
fig. 12.

. Hartmut Scholz {1991: 331) estimated that half of the stained glass

produced in the workshop of Veit Hirsvoge! the Elder was made on
the basis of a “catalogue” of drawings belonging to the workshop
rather than from newly commissioned drawings by artists outside the
workshop.

. On the Schmidtmayer Window, see especially Scholz 1991: 136, 138—

39, 151, 230, 279, 285, figs. 186-91 and 322.

. On the types of drawings for stained glass and the German terms applied

to them, see especially Scholz 1991: 14-15.

The one surviving cartoon closely related to Baldung is The Crucifixion
in Berlin, Staatliche Museen zu Berlin-Preussischer Kulturbesitz, which
is of extremely high quality and, if not made by Baldung himself, would
appear to have been executed by someone in his direct orbit. Cf. Schmitz
1913, I: 119—20, fig. 202.

. For the relationship of painters to glass painters in Augsburg, ¢f. Morrall

19941 135-39.
In his introduction to the exhibition catalogue The Luminous Image:
Painted Glass Roundels in the Lowlands, 1480~1560 (New York 1995:
10-14, esp. 12), Timothy B. Husband defined a “design” as “an original
composition executed by the artist, sometimes a relatively finished sheet
but usually a sketch or rapidly penned drawing that represents the artist’s
conception.” Husband continues, “A design can also be a tracing or a
copy of a composition that has then been reworked, altered, or otherwise
refined, often in a darker ink.” Husband used the term “working design”
to signify a “drawing that codifies the original sketch or a reworked
design into a more studied linear drawing with no further traces of
reworking, clarifying the artist’s intentions for the glass painter.”
Husband also used the term “workbench drawing™ for a copy by
tracing of a working design made by a glass painter in order to preserve
the expensive original. In German these glass painters’ drawings after
designs by painters have been called Kiinstlerumzeichnungen. See
Scholz 1991: 14, and Frenzel 1961: 43-48.
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On the price of the painting of the Madonna and Child, sec Hutchison
1990: 101~2. On Direr’s heated dispute with Heller over the price of
the altarpiece with The Assumption and Coronation of the Virgin as its
central panel, see Hutchison 1990: 99-105.

Two followers of Diirer who are not represented in Painting on Light,
Wolf Traut and Hans Springinklee, also made designs for stained glass.
Particularly notable are Springinklec’s John the Baptist, c. t515-20, pen
and black ink on cream laid paper, 21.5 X 60 cm, Dresden, Staatliche
Kunstsammlungen Dresden, Kupferstich-Kabinett, inv. no. C 1879-11;
and Traut’s Design for a Stained-Glass Roundel: Saint Paul and Saint
Ida of Toggenburg, c. 1515, pen and black ink with traces of red-
ocher on beige laid paper, 30.4 cm (diam.), Nuremberg, Germanisches
Nationalmuseum, inv. no. Hz 4097 (New York and Nuremberg 1686:
no. 169).

See Scholz in this catalogue, pp. 23-24, and Becksmann 1988: no. 58,
for further literature.

On Theuerdank, see LLondon 1995: no. 149.

Basel, Kupferstichkabinett, inv. no. U.X.41a; Koegler 1926: no. 55.
Major and Gradmann 1941: no. 78.

For Holbein’s place in Swiss stained-glass design, see Landolt 1984.
Basel and Berlin 1997-98: no. 25.16.

Cf. Lapkovskaja 1972, for a discussion of Holbein’s drawing in Berlin,
Kupferstichkabinett, inv. no. kdz 4046 and the related panel in the
Hermitage, St. Petersburg, attributed to the Zurich glass painter

Karl Egeri and assigned to the early 1550s.



Monumental Stained Glass in Southern Germany

in the Age of Durer

Hartmut Scholz

Dlll'mj_; the lifecime of Albrecht Diirer (1471

1528), glass painters increasingly decorated secular
and domestic settings (town halls, guild and burgher
meeting rooms, and even private chapels).’ Thus arose
a separate branch within the medium: small-scale
heraldic panels and cabinet panels. Nevertheless, the
main emphasis of production before the Reformation
continued to lie in monumental stained-glass installa-
tions in churches and monasteries. The late Middle
Ages brought to burgeoning urban centers an un-
precedented blossoming of finance, handicrafts, and
art. Together with religious foundations, the con-
struction of new churches and numerous campaigns
to decorate the interiors of buildings reflected a new-
found material prosperity. To gain an overview of this
development for southern German stained glass and
to more closely characterize the diverse contribu-
tions of individual regions, we will examine the lead-
ing centers of stained-glass production: Strasbourg
and Freiburg in the Upper Rhine Valley; Nuremberg in
Franconia; and Augsburg, Munich, and Landshut in
the Swabian-Bavarian area. Questions regarding com-
positional forms and pictorial designs, working meth-
ods, and collaborations between designers and glass
painters will be the focus of interest.

Strasbourg and Freiburg

The starting point for the present overview is
Strasbourg, whose extraordinarily extensive and high-
ranking production in monumental stained glass of
the late fifteenth century unquestionably had the most
far-reaching impact. Without the model of Strasbourg
glass production, neither the later course of Nurem-
berg, Augsburg, and Freiburg stained glass nor the
development of a Lukas Zeiner in Zurich can be under-
stood. The precondition for the enormous productiv-
ity of the Strasbourg workshops was the collaboration
uniting five independent master glass painters. Peter

Hemmel von Andlau, Lienhart Spitznagel, Hans von
Maursmunster, Theobald von Lixheim, and Werner
Store formed a large-scale enterprise that in a short
time (1477 to at least 1481) was supplying southern
Gemany with outstanding products.? Works preserved
in Tubingen, Freiburg, Constance, Ulm, Augsburg,
Nuremberg, Munich, and Salzburg clearly demon-
strate the high regard held by a wide variety of patrons
for glass produced by the Strasbourg cooperative.
Patrons of the workshop represented members of a
variety of social classes, ranging from the higher
nobility to monastic societies, civic associations,
> as they
were called in contemporary sources, were considered
works of high quality and were extraordinarily in
demand, even in cities with their own significant
stained-glass tradition.?

This surprisingly modern organization—an eco-
nomic cooperative for stained glass—remains unsat-
isfactorily understood with regard to its operation,
division of labor, and availability of designs and pat-
terns. The ceuvre of the Strasbourg glass painters
ranks at the height of Upper Rhine Valley painting,
with, for example, the artistic quality of the windows
equaling that of the best panel paintings from the
circle of Martin Schongauer. The style of the associ-
ated workshops is unmistakable. It combines elements
of older Strasbourg stained glass and panel painting,
such as the famous Karlsruhe Passion* or the choir
windows from 1461 in the former Walbourg monas-
tery church in Alsace,’ with Netherlandish prototypes
from the circles of Rogier van der Weyden and Dieric
Bouts. The use of engravings by Schongauer and Mas-
ter E.S., primarily single motifs, is also a production
trait of the cooperative. Another is the masterful com-
mand of glass technology available at the end of the
fifteenth century.

In less than a decade Strasbourg windows de-

guilds, and burghers. “Strasbourg windows,’
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veloped from small-sectioned windows, composed
of assembled picture units, to impressive, sweeping
compositions, each uniting larger window sections.
In the Saint Catherine Window in Saint William’s
Church in Strasbourg (completed before 1475 by a
leading master of the later workshop-collaborative),
each scene was, as in the older Walbourg windows of
1461, limited to a single panel, and all architectural
framing was avoided.® In commissions completed
around 1480 for Tiibingen, Ulm, and Nuremberg, fig-
ural scale was greatly enlarged, and the whole window
area was much more clearly structured. In the figural
sections of the windows are lavish architectural back-
drops, reminiscent of the rich crowning superstruc-
tures in carved altarpieces of the period. In the Earl’s
Window in the Tiibingen collegiate church (1478), a
donation by Eberhard of Wiirttemberg, the single
compositions of donor portraits, Tree of Jesse, and
depiction of the lives of Saint Anne and the Virgin are
completely regularized. Each spreads over four adja-
cent panels and an internal architectural frame en-
closes each scene (fig. 1).” This overall design with
quite similar thematic material was considerably in-
tensified in the Kramer Window in the Ulm minster
(1480-871). In the Volckamer Window in the Saint
Lawrence Church in Nuremberg (c. 1481), it was
adapted to the wide window shape in a quite ingen-
ious manner, apparently with the intention of compet-
ing with a richly carved, splendidly polychromed,
gilt-winged altarpiece (fig. 2).8

According to Paul Frankl and Hans Wentzel,
Master Peter Hemmel, as the eldest of the five lead-
ing glass painters in Strasbourg, had the organiza-
tional ability and technical expertise to command this
explosion in stained-glass production. Hemmel had
been an established master since 1447 and had pro-
duced traditional small-sectioned windows for more
than thirty years, until the founding of the workshop-
cooperative in 1477. The increasingly expansive de-
signs of the association may be, however, the work of
a younger master. Apart from the Masters Store and
Spitznagel, known only by name, or the younger
journeymen of the Hemmel workshop, sons-in-law
Mattern from Frankfurt and Jakob Gerfalk, Hans von
Maursmiinster is one of the chief candidates for cre-
ative leadership. His position as official glazier of the
Strasbourg minster, which he held for the last quarter
of the century, also reflects his prestige.’

Figure 1. Strasbourg Workshop-Cooperative. Donor Por-
traits, The Tree of Jesse, and The Lives of Saint Anne and
the Virgin from the Earl’s Window, 1478. Tiibingen, Colle-
giate church.

Photo: Corpus Vitrearum Freiburg i. Br. (Archiv).



Certain themes, such as the Tree of Jesse, appear
in specific Strasbourg versions in Tubingen, Ulm, and
Nuremberg. Their widespread use suggests that the
choice of subject and composition was not that of the
patrons alone but was also dependent on the selection
offered by the glass painters. This also applies to other
standardized programs of the Strasbourg studios: for
example, the portrayal of kneeling donors with saints
under architectural and foliated twining-branch cano-
pies. This manner of representation recurs in increas-
ingly similar variations in innumerable Strasbourg
works, particularly in the so-called partial stained
glass (band windows, for example). This window type
became increasingly fashionable in the late fifteenth
century among less financially powerful donors.!?
Whether a customer ordered from a catalogue of win-
dow types or a member of the workshop-cooperative
traveled through the country with a case of samples to
rustle up commissions is not known. Indeed the latter
has been presumed of Peter Hemmel."!

Nevertheless, it would be inaccurate to cite
the laborsaving aspect of the workshop tradition
and reuse of existing drawings as the sole explanation
for this standardized program. Precise repetitions
of designs and cartoons—as in the cycle depicting
the Life of the Virgin in the Kramer Window in Ulm
and in the sanctuary of the Strasbourg Magdalene
Church, destroyed by fire in 1904 (both ¢. 1480~
81)—are exceptions in the ccuvre of the workshop-
cooperative.!2 Typically, upon repetition, iconographic
themes were resketched or models in the workshop
repertoire were further developed. Designs, working
drawings, workshop copies, sketches, and pattern
books served as preparatory media in this process. An
extensive collection of more than 120 sketches and
studies, most drawn on both sides of a sheet, stems
from the hand of an artist in the immediate circle of
the Strasbourg workshops. This is the largest related
group of drawings prior to Diurer. The author of these
works is known by the makeshift titles the Master
of the Drapery Studies or the Master of the Coburg
Roundels.!? These pictorial “notations”— often single
drapery motifs but also figures, groups, and entire
compositions—reach freely beyond all generic bound-
aries of glass painting, panel painting, and sculpture
and document in a unique manner the intensity of
artistic exchange among neighboring workshops in
Strasbourg. A characteristic example is the sheet of
drapery and figure studies, now in Coburg (fig. 3),
which must have been made in immediate connection
with the Volckamer Window in Nuremberg.'* Two
kneeling figures on the recto of the drawing corre-
spond to the imaginary donor portraits of Barbara
Volckamer’s two daughters in the lowermost window
row (compare fig. 2). On the verso of the sheet is
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Figure 2. Strasbourg Workshop-Cooperative. Donor Por-
traits, The Tree of Jesse, and Saints from the Volckamer
Window, c. 1481. Nuremberg, Saint Lawrence’s Church.

Photo: Corpus Vitrearum Freiburg i. Br. (H. Scholz).
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Figure 3. The Master of the Drapery Studies. Study Sheet
with Kneeling Figures and Loincloth, ¢. 1481. Pen and
brown ink and brown wash, 28.2 X 21.3 cm. Coburg,
Kunstsammlungen der Veste.

Photo: Kunstsammlungen der Veste, Coburg.
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Figure 4. Strasbourg (Peter Hemmel von Andlau?). Christ
Feeding the Multitudes, c. 1475-80. Stained-glass roundel,
37 cm {diam.). Berlin, Staatliche Museen-Preussischer
Kulturbesitz, Kunstgewerbemuseum (formerly in the Ulm
Great Council Hall).

Photo: Corpus Vitrearum Freiburg i. Br. {Archiv).

SCHOLZ

another kneeling figure that corresponds to the donor
panel of Apollonia Volckamer in the same window.
Other sketch sheets in the Cabinet des Estampes et des
Dessins in Strasbourg and the J. Paul Getty Museum
in Los Angeles (cat. no. 5), each with eleven loincloth
studies, reveal more clearly the procedure used by
Strasbourg glass painters.’> Both sheets are typical
“theme collections,” motifs used by the designer or
cartoon draftsman. Such sheets were used in the
design of the Nuremberg Volckamer Window as well,
as in the loincloth worn by Saint Sebastian in the mar-
tyr scene, which was based on one of eleven variations
shown on the Strasbourg study sheet.

These technical aids notwithstanding, the Stras-
bourg masters expressed characteristic ingenuity
wherever new, unusual, and rarely depicted subjects
were required—as in the nine painted-glass roundels
with scenes of the public ministry of Christ in Darm-
stadt (Hessisches Landesmuseum) and Berlin (Kunstge-
werbemuseum; fig. 4).'¢ Commissioned around 1475—
8o by the city council of Ulm for the upper lights in the
magnificent windows in the Great Council Hall, this
series—*“the most perfect work of Upper German cab-
inet glass painting”—demonstrates that the Stras-
bourg masters were capable of achieving excellence on
a small scale as well.1” Indeed, the roundels from Ulm
were from the same workshop that again treated the
theme of Christ’s public ministry, for the same patron,
in the monumental Council Window in the Ulm min-
ster.!® This correlation is evident not only from the
iconography but also from the heavily applied matts
with stippled and etched highlights and related vocab-
ulary of physiognomic types. A critical distinction
between the two series is that the glass painter in
charge of the small-scale roundels, who must have
been both the designer and executing hand, produced
a more compelling and dramatic depiction of biblical
events than in the large-scale cycles. By comparing the
few works that are documented as Peter Hemmel’s in
Obernai and in the Nonnberg convent near Salzburg,
one can identify the master of the small-scale roundels
as Hemmel himself.

That the Strasbourg workshop-cooperative not
only relied on engravings and sketches in its produc-
tions but also, as was customary in other places,
engaged outside designers for its projects cannot be
proven with certainty. There are examples, however,
that suggest this practice, such as the Kramer Window
in Ulm, with the enigmatic signature HANS WILD,
which has been extensively discussed in the literature
and will therefore be excluded here.??

Of unsurpassed monumentality is the Stras-
bourg glass painting of the late Gothic period, the
more than twenty-meter-high Scharfzandt Window in
the Munich Church of Our Lady. Containing over 110



panels, it was finished apparently in 1483, after the
supposed termination of the workshop-cooperative in
1481 (fig. 5).2° Here all the outstanding characteristics
of the Strasbourg window are united in a single work
of the utmost technical and artistic perfection. A
narrow socle area contains the donor’s coat of arms,
kneeling donor portraits of the Munich councilman
Wilhelm Scharfzandt and his wife, and the patron
saints Thomas and Matthew as well as Christ as
Salvator Mundi in the center. Four enormous scenes,
each spreading over twenty-five panels, fill the window
surface above. To heighten the impact of the window
from a distance, the depiction of the Life of the Virgin
in the upper section was limited to three main scenes:
the Annunciation, Birth of Christ, and Presentation in
the Temple. Represented in the lowermost section is the
apotheosis of Saint Rupert, missionary to Bavaria and
patron of the archdiocese of Salzburg.?' Lavishly
designed architectural and branch canopies, filling
more than half the window and enlivened by colorful
statuettes, surround each scene. What strikes the eye is
the brilliance and glowing luminosity of the canopies
with their rhythmical coloristic play of yellow and
white, deliberately contrasted with the broad red and
blue damask backgrounds. The compositions depict-
ing the Life of the Virgin are unsurpassed in spacious-
ness and exceed the work of Schongauer, from whose
engravings single motifs, such as the dogs playing in
the foreground of the Presentation scene, have been
borrowed. In the scene with Saint Rupert there is an
animated, almost portraitlike characterization, which
“brings the figures to life,” as in earlier windows of the
Strasbourg workshops, particularly in the kings in the
Tree of Jesse pictures (fig. 6). Every detail is executed
with care, and the subtlety of the largely intact paint-
ing is unsurpassable. Along with the flowing outlines
and subordination of hatching to interior details, the
modeling of the forms is based on halftone (grisaille)
matts of differing density. lllumination and highlights
were stippled with a dry brush, scratched with a quill,
or etched in small sections with a tiny stick or needle.
Thin layers of back-painting (washes on the glass exte-
rior surface) intensify the depth and heighten the color
spectrum of the glass, ranging from the palest light to
the darkest colored shadow. Corresponding to the
masterly painting is the generous application of silver
stain everywhere, in hair, halos, and jeweled garments.
An enormous diversity of color dominates the scenes.
The rich palette of intermediate hues used to depict
landscapes and interiors achieves a high degree of depth
and spatiality for each composition. The complex
modeling of light and shadow, careful characterization
of various materials, and extensive use of “streaky
glasses” to depict the marble interior architecture of
the segment with Saint Rupert underscore the work’s
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Figure 5. Strasbourg Workshop-Cooperative. The Birth of
Christ; The Presentation in the Temple from the Scharf-
zandt Window, c. 1483. Munich, Church of Our Lady.

Photo: Corpus Vitrearum Freiburg i. Br. (Montage A. Gossel).
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Figure 6. Strasbourg Workshop-Cooperative. King from
the Tree of Jesse (detail) from the Kramer Window,
¢. 1480-81. Ulm, minster.

Photo: Corpus Vitrearum Freiburg i. Br. (A. Gossel).
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high level of achievement. A specialty of the work-
shop-cooperative emphasizing the precious, jewel-like
character of the Strasbourg windows is the exten-
sively acid-etched, mostly red and violet flashed glass
used for artistically patterned fabrics that were to be
accentuated.

Although different masters of the former
workshop-cooperative, namely, Peter Hemmel and
Theobald von Lixheim, continued to produce works
after 1 500 for King {later Emperor) Maximilian 1 in the
collegiate church in Thaur in Tyrol (1501) and for the
cathedral in Metz (1504), the full flowering of Stras-
bourg stained glass seemed to be over by the turn of
the century.?? The most significant Strasbourg glass
painter of the Renaissance, Valentin Busch, left no
traces in southern Germany. His works are mostly
in Lorraine, where Busch officially worked at the
newly built priory church, Saint-Nicolas-de-Port near
Nancy, beginning in 1514, and the cathedral in Metz
in 1520. Among his many later works at smaller loca-
tions is the Old and New Testament Cycle for the
Saint-Firmin Church in Flavigny-sur-Moselle {1531~
33). These windows are today distributed among three
collections in the United States and Canada.** The
influence on or participation in stained-glass produc-
tion by Diirer’s student Hans Baldung Grien during his
Strasbourg years remains at present too vague.?* Bal-
dung’s work as the leading designer for monumental
stained glass is concentrated much more in his Frei-
burg period (1512-17).

At the turn of the fifteenth to the sixteenth cen-
tury—specifically, before the appearance in 1508 of
the atelier of Hans Gitschmann von Ropstein—
Freiburg apparently had no resident glass painter. In
1494 the Freiburg burghers Heininger and Steinmeyer
engaged one of the famous Strasbourg ateliers for win-
dow donations in the unfinished minster choir.?* The
flourishing of local production began almost two
decades later, in 1511-13, when the newly completed
high-choir clerestory of the minster received its stained-
glass windows (fig. 7).2¢ These nine four-lancet win-
dows commissioned by quite disparate donors—the
emperor, regional aristocrats, and prominent Freiburg
citizens—all followed a common concept: each win-
dow carries a row of saints standing above a horizon-
tal window divider. This celestial gathering stretches
like a colorful ribbon around nearly the entire choir
clerestory. Donors’ coats of arms are placed in the
lower halves of the windows, reaching oversized
dimensions only in the imperial donation in the choir
hemicycle. Contrary to the rich late Gothic archi-
tectural constructions of older Strasbourg stained
glass, the Freiburg figures stand in simple, flat, boxy



Figure 7. Workshop of Hans von Ropstein, Jakob Wechtlin, and Dietrich Fladenbacher. Saints from the “Kith, Kin,
and In-Laws” of Emperor Maximilian 1; Emperor’s Coat of Arms and the Habsburg Patrimonial Dominions from the
Habsburg Windows, 1512. Freiburg, minster.

Photo: Corpus Vitrearum Freiburg i. Br. (A, Géssel).

spaces. The wishes of the respective donors deter-
mined the iconography of each window. In most dona-
tions made by the nobility and burghers, the patron
saints of the donors’ families are portrayed. Here, in the
three imperial windows, however, the saints chosen
were particularly venerated by the house of Habsburg.
Some had even been taken into the genealogy of the
ruling family from the “kith, kin, and in-laws™ (Sipp-,
Mag- und Schwagerschaft) of Maximilian 1,27

The minster account books do not name the
responsible glazier, but a series of inscriptions and sig-
natures in the windows furnish information about the
participating masters.?® These indicate that Master
Ropstein headed the workshop. The type of collabo-
ration with the others named—the painter Jakob
Wechtlin and the glazier Dietrich Fladenbacher—
remains unclear. Probably Ropstein and Wechtlin
shared artistic origins in the Alsacian-Strasbourg glass-
painting tradition, in particular, its colored-glass mate-
rials, techniques, and use of characteristic background
ornamentation.?’ The astonishingly early appearance
of Renaissance motifs in the Freiburg windows may be

traced to influences from Augsburg, specifically, to
models— perhaps even designs—from the circle of the
Augsburg painters Leonhard Beck, Hans Burgkmair,
and Jorg Breu.3°

In 1515, only a few years after the high-choir
windows of the minster were completed, the glazing of
the choir chapels was begun with the Saint Anne Win-
dow (fig. 8). A donation by owners of the Saint Anne’s
silver mine in Todtnau, this was the first important
window commission connected to designs by Hans
Baldung Grien.*’ In 1512 Baldung had taken on the
commission for the main altarpiece in the minster and
had relocated from Strasbourg to Freiburg until its
completion in 1517.>2 In the year 1515 he received
the modest sum of 12% shillings from the minster
administration for diverse smaller jobs, one being the
“Visierung” for the Saint Anne Window.3? The Visie-
rung (a small-scale preparatory sketch or a working
design in the form of a cleaned-up copy) by his hand
has not been preserved but can be reconstructed from
two workshop copies, now in Paris and Brussels, of the
central group of figures (fig. 9). Moreover, a signature
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Figure 8. Designed by Hans Baldung Grien; executed
by Jakob Wechtlin. The Holy Kinship from the Saint
Anne Window, 1515. Freiburg, minster.

Photo: Corpus Vitrearum Freiburg i. Br. (Moatage A. Géssel).
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scratched into the donor inscription of the window
names the painter Jakob Wechtlin as the executing
master. He, however, could hardly have worked on his
own here, but—as earlier in the choir clerestory—he
may have worked in the Ropstein atelier.3*

Spreading across four lancets, the Saint Anne
Window depicts Anne, Mary, and the Christ Child,
in the center surrounded by Joseph and Anne’s
three apocryphal husbands—Joachim, Salomas, and
Cleophas—as well as their respective daughters and
grandchildren. Exceptional here is not only the frame-
less presentation, divided only by mullions and rows,
but also the window’s reduced color, to a large extent
executed in grisaille. Although grisaille panes were
common in figural stained glass in the Rhineland and
in France and England since the fourteenth century,
there is no other comparable example of such refine-
ment from the early German Renaissance.?® The idea
may have stemmed from Baldung himself. He may
have been inspired by his own monochrome paintings,
as in the Frankfurt altar completed in 151315, or
by the monochrome carved altarpieces of the time.?
The pictorial invention, technical finesse, and delicate
choice of colored glasses deserves the highest praise.
The figures, in painterly, finely graduated shades of
gray with silver-stain accents in the hair and halos,
blend in a highly subtle manner with the pale sand-
stone-colored throne bench and exquisite pale green
and pink “streaky glasses” in the marble tile floor.
Further, the brilliant blue damask background brings
into play an effective contrast with the figures and
Renaissance crowning ornamentation.

Compared to Baldung’s personal style at the
time of the Freiburg altarpiece, clearly reflected in the
workshop copies in Paris and Brussels, the Saint Anne
Window displays certain deviations, even occasional
mistakes in figural proportion. The executing glass
painter is surely responsible for these, which proves
that Baldung’s involvement in the preparation of the
drawings cannot have included the completion of
the cartoons. That all the figures follow Baldung’s
preliminary drawings is testified to by the sometimes
surprisingly close references to the artist’s paintings,
particularly the Joachim figure in this window with
that of Saint Joseph in the Berlin Lamentation of
Christ from 1517.%

Despite the liberties with his designs occasion-
ally taken by glass painters, Baldung radically re-
molded Freiburg glass painting within a few years.
Compared to the creations in the choir clerestory of
the minster, the Saint Anne Window, ¢. 1515, and
subsequent windows of the Freiburg Carthusian mon-
astery, C. T§I5—16 (cat. nos. T13-T14), present a com-
pletely new depiction of humanity.?® The gigantic
presence of the single figures and their individual, life-



Figure 9. Working copy after Hans Baldung Grien. Saint
Anne, The Virgin, and Child, c. 1515. Pen and black ink,
20.1 X 18.4 c¢m. Paris, Musée du Louvre.

Photo: Musée du Louvre, Paris (R.M.N.).

like characterization is reminiscent of figures in the
high altar of the minster. Several of the energetic, strik-
ing heads are unimaginable without presupposing
that they were made after detailed portrait studies by
Baldung {fig. 10). No definitive statement can be made,
however, about the original location and overall
appearance of the windows, as the appearance of the
Carthusian monastery is known only from a late
eighteenth-century bird’s-eye view made before its
demolition. One imagines that the single figures were
once lined up, as in the high choir of the Freiburg
minster, perhaps mounted in the windows of the large
and small cloisters. That the panels were executed in
Ropstein’s workshop is indicated by the technical
details, in particular, the choice of ornamental back-
grounds, which resemble those in the minster high
choir and in the Saint Anne Window.

Following the model of late Gothic saints’ win-
dows in the large Carthusian panels, Baldung contin-
ued to respect the traditional composition of lining
up standing figures and even used the conventional
ornamentation of the damask background. There he
trod new paths only in his depiction of individual
figures. In his glazing of the chancel chapels of the
Freiburg minster, however, he took the final step to
autonomous pictorial treatments entirely indebted to
panel painting.’ In his own panel paintings Baldung
seldom stood out as a landscape painter. His approach

Figure 10. Designed by Hans Baldung Grien; executed

by the workshop of Hans von Ropstein. Saint Hugo of
Grenoble {detail), c. 1515-16. Nuremberg, Germanisches
Nationalmuseum (formerly in the Freiburg Carthusian
monastery).

Photo: Corpus Vitrearum Freiburg 1. Br. (Archiv).
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Figure 11. Designed by Hans Baldung Grien; executed

by the workshop of Hans von Ropstein. The Crucifixion
of Christ from the Blumenegg Window, c. 1516—-17. 196 X
90 c¢m. Freiburg, minster.

Photo: Corpus Vitrearum Freiburg i. Br. {R. Becksmann).
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to landscape gives, in the words of Gert von der Osten,
“no deepening of nature in the sense of Cranach or
Altdorfer,” rather “only the accompaniment” or the
background for the figural composition. Nevertheless,
the wide, atmospheric landscape backgrounds chosen
to depict biblical events lend a peculiar charm to the
windows donated by the Freiburg patrician families
Heimhofer, Blumenegg, and Locherer in the northern
chancel chapels (fig. 11).*° Barely composed with col-
ors (executed with black and gray vitreous paint and
silver stain on pale blue glass), the lake landscape
behind The Crucifixion of Christ in the Blumenegg
Chapel is executed as delicately as a drawing. Baldung
had created scenic pictorial treatments in front of a
landscape background in his earlier Nuremberg pe-
riod, in the Loffelholz Window in the Church of Saint
Lawrence, 1506, which was likewise partial-stained
glass. This work from ten years earlier is very different
from the broad composition of pictorial space that
characterizes the windows in Freiburg. Without ques-
tion, the impressive landscape views and some donor
portraits—primarily those of imperial civil servant
Jakob Heimhofer and Lord Mayor and minster war-
den Sebastian von Blumenegg-—must be ascribed to
Baldung’s accurate preliminary drawings and portrait
studies. These first windows of the Freiburg chancel
chapels, from 1516 to 1517, under Baldung’s supervi-
sion, reveal a fineness of painting that would have not
been possible without accurate, detailed models.
Finally, the stained-glass windows executed
from 1526 to 1528 in the imperial chapels in the east-
ern end of the Freiburg minster chancel offer a last
unsurpassed zenith in monumental Renaissance paint-
ing in German-speaking lands (fig. 12).4! While depic-
tions of saints were being removed from churches
because of the introduction of the Reformation, in
Freiburg, which remained true to Catholicism, the
construction and decoration of the minster choir was
finally reaching completion. In principle, the imperial
windows also follow the concept of the first windows
of the chancel chapels by showing “suspended” pic-
torial compositions, partially rendered in color and
surrounded by colorless panes of bull’s-eye glass.
Unlike the early scenes in front of a landscape back-
ground (most designed by Baldung, simply framed,
and arranged in rows, thus more likely to compete
with the altar paintings in the individual chapels), the
imperial windows embody a highly modern type of
donor window. Following the model of contemporary
epitaphs, the donor portraits of Emperor Maximilian 1,
his son Philip, and his grandsons Emperor Charles v
and Grand Duke Ferdinand appear in richly ornate,
perspectivally constructed, open architectural settings.
The figures kneel in devotion directly before the four
favorite patron saints venerated by the House of Habs-



burg: George, Andrew, Jacob, and Leopold. Wide
inscription panels, in the form of consoles highlighting
the suspended effect within the window, carry all four
pictorial compositions.

The artist responsible for the designs of these
extraordinary compositions, which were rendered in
glass by the local Ropstein workshop, as indicated by
the damask pattern, must have been from Augsburg.
This conclusion is based on comparisons with Hans
Burgkmair’s prints.** In fact, the nearest parallels for
the lavishly applied Renaissance ornamentation—the
opulent fruit garlands with puttos and mythical beasts
in arcades and gables—are found in Burgkmair’s
woodcuts after 1510. Models include his series on the
planets and the seven virtues (cat. no. 77, fig. 59),
which inspired the small mythological scenes shown in
pronounced perspective from below on the flanking
columns in the Philip the Fair window.** Also influen-
tial are the drawings of the Augsburg painter and
draftsman Jorg Breu, who in earlier years had emerged
as the designer for an imperial glass-painting com-
mission: the series of silver-stain roundels depicting
the military campaigns of Maximilian 1, 1516 (cat.
nos. 83-86).* Astonishing parallels to the Freiburg
imperial windows appear during the 1520s. Breu’s
design for an epitaph with the depiction of the Four-
teen Holy Helpers and kneeling donor family in the
Stockholm National Museum could, in construction
and perspective, serve as a direct counterpart for the
painted architectural settings of these late Ropstein
windows. 45

After the completion of work in the chancel
chapels and a late window donation by Johannes Wid-
mann in the Carthusian monastery (all in 1528),% it
seems that Ropstein received no further significant
commissions for monumental stained glass.*” Until
his death in 1564, Ropstein produced small-scale her-
aldic panels—containing an inscription socle, donor
figures, or blazon-bearer in an architectural frame-
work—as well as small pictures in grisaille, depicting
military campaigns, hunting scenes, dances, festivities,
and much more. These have been preserved in Endin-
gen and Rheinfelden town halls and in Heiligenberg
Castle.*® One last commission associated with Rop-
stein, made in 1562 by the Basel cathedral chapter
for the chapel window in Angenstein Castle, south
of Basel, very successfully combines specific traits of
heraldic panel painting (upper pictures of secondary
scenes) with a truly monumental standard of stained
glass that completely fills the entire window.*®

Nuremberg

Stained glass in Nuremberg on the threshold of the
Renaissance is most closely associated with the name
of the municipal glazier Veit Hirsvogel the Elder. The

Figure 12. Designed by an Augsburg painter; executed by
the workshop of Hans von Ropstein. Emperor Maximilian
with Saint George; Philip the Fair with Saint Andrew

from the Habsburg Windows, 1526-28. Freiburg, minster.
Photo: Stadrarchiv Freiburg i. Br. (Rébcke).

Hirsvogel workshop, which developed over more than
four generations, must have held a near monopoly in
Nuremberg during its most productive years, between
1485 and 1525. No other works of this time can be
associated with any other glaziers cited in the munic-
ipal master lists. The major works of monumental
glazing in the city—the large donor windows of the
Bamberg bishops, Emperor Maximilian 1, the mar-
graves of Brandenburg-Ansbach, and imperial coun-
selor Melchior Pfinzing in Saint Sebald’s Church and
the stained-glass windows in the Saint Rochus mor-
tuary chapel of the Imhoff family—are attributed
to the Hirsvogel workshop.’® With an inventory of
about six hundred panels of sacred stained glass
from the decades around 1500 and an abundance
of preserved preliminary drawings from Direr’s
close circle—designs, sketches, workshop copies, car-
toons, and overall designs for windows—Nuremberg
offers incomparable insights into the workshop meth-
ods of the time.

Born in 1461, Veit Hirsvogel was the son of the
glazier Heinz Hirsvogel, who worked from 1447 to
1485 in Nuremberg. The younger Hirsvogel probably
received his training before 1480 in his father’s work-
shop. At that time (1476-81) the new hall choir of
Saint Lawrence Church was outfitted with extensive
stained-glass windows from various Nuremberg and
Bamberg workshops. It is not known whether Heinz
Hirsvogel participated in this work.’! The Saint Law-
rence choir glazing also included Strasbourg windows
from the workshop-cooperative around Peter Hemmel
(see fig. 2), and the impact of this imported work on
Nuremberg artists must have been overwhelming. It is,
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Figure 13. Designed by Albrecht Diirer; executed by the
workshop of Veit Hirsvogel the Elder. Donors and Saints
from the Bamberg Window, 1502. Nuremberg, Saint
Sebald’s Church.

Photo: Corpus Vitrearum Freiburg i. Br. (Montage A. Gossel).
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therefore, not surprising that during his journeyman
years (1480-85} Veit Hirsvogel worked in the Stras-
bourg cooperative, the most famous stained-glass
enterprise of the day. One can assume that after his
return to Nuremberg in 1485, his rapid success and
consistent popularity with Nuremberg patrons were
primarily due to his advanced artistic training in Stras-
bourg with the greatest masters of his field.s?

The first window securely ascribed to the Hirs-
vogel workshop, the Bamberg Window, 1501-2, in
the choir of Saint Sebald’s Church in Nuremberg, leads
us directly to the heart of the problem of determining
the collaborative process between glass-painting work-
shops and designers (fig. 13). Spreading in four rows
across four lancets, the window depicts in its sixteen
panels the four Bamberg bishops with their ceremo-
nial objects, the patron saints of Bamberg Cathedral
(Kilian, Peter, Paul, and George), the diocese founders
(Emperor Heinrich and Empress Kunigunde), coats
of arms, and a top row containing four canopies. For
his work Veit Hirsvogel received the total payment of
sixty guilders, one pound, and twelve denars.’ As the
first work securely ascribed to the workshop, this richly
colored composition is also significant for some rather
irritating features. In design and execution two artistic
approaches are apparent, and their differences are
highly informative regarding the production of the win-
dow, workshop participants, and the status of Nurem-
berg stained glass at the turn of the fifteenth century.

First, two completely different styles of draw-
ing can be distinguished. An older style, evidencing
the continued influence of the Strasbourg workshop-
cooperative, connects the Hirsvogel atelier to a series
of earlier works, mostly single panels and windows
preserved in fragmentary form in the Nuremberg Saint
Johannis, Saint Jakob, and Saint Lawrence Churches
and dating from the last decade of the fifteenth cen-
tury.’* This antiquated workshop style, which deter-
mines the overall appearance of the window and is
most distinctly recognizable by the standardized mask-
like heads, contrasts with a modern style oriented
toward Diirer. The latter style is most striking in the
heads and hands of the imperial couple and those
of Bishop Philip von Henneberg to their right. The
graphic, loose drawing of natural shapes and vividly
defined facial expressions are inexplicable without
Diirer’s direct influence.

Despite a range of different glass-painting styles
in the Bamberg Window, the designs for all figures can
be traced to Diirer, even though most were not ade-
quately translated by the glass painters.®> Further-
more, the full-scale Saint Peter cartoon, ¢. 1501-2
(cat. no. 18), has been preserved and comes so close to
Diirer’s graphic style that it has been attributed to
him.*¢ The workshop, however, was not dependent



on outside designers like Durer for the canopies in
the fourth row of the window and the rich, expan-
sive damask backgrounds, since Veit Hirsvogel had
acquired a sufficient body of prototypes during his
journeyman vears in Strasbourg with the circle around
Peter Hemmel. He used them in manifold combina-
tions into the second decade of the sixteenth century,
thus maintaining a certain independence from painter-
designers, even in collaborative commissions.’”

Diirer’s activity in stained glass began immedi-
ately after his return from his first trip to Italy in 1495
with the notoriously controversial designs for the cycle
with the life of Saint Benedict, ¢. 1496 (cat. nos. 11—
17), the overall design in Frankfurt for a window
depicting Saint George, c. 1496 (cat. no. 9), and the
cartoon of Saint Augustine in Rotterdam, ¢. 14968
(cat. no. 10). His work gradually led to glass painters
becoming familiar with a more contemporary manner
of drawing.’® At the same time the older workshop
style dating to Strasbourg stained-glass painting of
the 1480s receded in importance. Indeed, after 1500
Direr’s personal involvement in this field appears to
have been in demand only occasionally, for partic-
ularly unusual commissions, such as the designs for
the pendant trefoil panels Death on Horseback and
Sixtus Tucher at His Open Grave, 1502 (cat. nos. 19—
20).5? Sometime before his second trip to Ttaly, which
kept him away from Nuremberg from August 1505 to
March 1507, Direr had increasingly left the design
work for stained glass to his younger assistants, first
and foremost to his most outstanding student, Hans
Baldung Grien.

During Baldung’s Nuremberg years {1503-7/8)
the glazing of the cloister of the local Carmelite
monastery was begun, one of the most extensive and
lengthy commissions for the Hirsvogel workshop.
Donated by various Nuremberg patrician families, the
cycle was produced from 1504 to 1511, It included
scenes from the Life of the Virgin; the childhood, pub-
lic mmistry, and Passion of Christ; and the Last Judg-
ment. After the Reformation, when the monastery was
closed and sold, the cycle was distributed in greatly
decimated form among neighboring parish churches
in Grossgrundlach, Wéhrd, and Henfenfeld.5© Only
the earliest parts—The Presentation in the Temple,
dated rsos; The Virgin at the Loom, The Marriage
of the Virgin, The Temptation of Christ, and Christ
and the Woman Taken in Adultery in Grossgriindlach;
and The Nativity and The Adoration of the Magi in
Wohrd—-can be associated with Baldung’s designs.
Although no drawings for these scenes have survived,
a later copy of The Virgin at the Loom, after Baldung’s
design by the Zurich painter and draftsman Hans Leu
the Younger, is dated 1510 (cat. no. 29).%! This early
group of panels reveals Baldung’s characteristic reper-

toire of head types and uniquely fine-meshed, almost
burinlike manner of drawing, which are without prece-
dent in the Hirsvogel workshop.®? A comparison with
the single undisputed stained-glass design by Baldung
from his Nuremberg period, Sermon of Saint Vincent
Ferrer, c. 1505 (cat. no. 28), in the Getty Museum,
reveals the same technical idiosyncrasies in draftsman-
ship found in the early group of panels in Gross-
grindlach and Wohrd. It also furnishes us with a very
precise idea of the size of Baldung’s final designs and
the care with which they were executed.®® The high
quality of the panels, among the best produced by
Nuremberg glass painters, raises the question of Bal-
dung’s participation in the execution of the glass
painting. Just as this possibility can be ruled out for
Diirer and the Bamberg Window, so too we must cer-
tainly entertain the possibility that particularly skilled
glass painters executed the best works from Baldung’s
Nuremberg period. Another outstanding creation is
the Loffelholz Window, 1506, in the Nuremberg Saint
Lawrence parish church.** Among the employees of the
Hirsvogel atelier are the master’s two oldest sons, who
were around eighteen years old at that time, and it is
likely that one of them may have executed this work.
In Dresden is a somewhat later design, c. 1510, of three
circular panels with kneeling donors, signed HHF by
Hans Hirsvogel the Younger. As well as reflecting the
increasing influence of Hans von Kulmbach, it is also
distinctly reminiscent of Baldung’s characteristic draw-
ing style.®> This sheet and the circular drawings for
panels by the same draftsman in collections in Nurem-
berg and Budapest prove that glass painters were not
always dependent on designers for figural composi-
tions.®® Individual workshop members were appar-
ently capable of their own designs.®”

Along with Baldung, and even more so after
his departure from Nuremberg in 1507-8, other
Direr students—including Hans von Kulmbach, Hans
Schiufelein, and Wolf Traut—gradually emerged as
stained-glass designers. A less subtle, quite routine,
economical style of drawing was now adopted in the
production of the Hirsvogel workshop (fig. 14). The
development of this workshop style could have been
a result of the glass painters constantly working from
the designs of Kulmbach, who in later years was
Nuremberg’s most sought-after designer for stained
glass. The large number of extant drawings for stained-
glass panels ascribed to Kulmbach’s ceuvre, primarily
by Friedrich Winkler (not always undisputed), point
to this role.®8

Among the most problematic attributions are
the Dresden cartoon fragment of the Saint Veronica,
c. 1508, for The Bearing of the Cross in the Carme-
lite cycle and The Fall of the Rebel Angels cartoon,
c. 1508 (cat. no. 23), now in Boston, for a stained-
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Figure 14. Designed by Albrecht Direr; executed by the
workshop of Veit Hirsvogel the Elder. Joachim Parting
from Saint Anne (detail), ¢. 1508. Nuremberg-Grossgriind-
lach, Church of Saint Lawrence (formerly in Nuremberg,
cloister of the Carmelite monastery).

Photo: Corpus Vitrearum Freiburg i. Br. (H. Scholz).
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glass window in the Landauer Chapel in Nuremberg,
which today can no longer be rightfully regarded as
Kulmbach’s work.%® The overall artistic control for
the total program of the Landauer Chapel must have
been in Direr’s hands, because he designed and exe-
cuted its centerpiece, the costly Adoration of the
Trinity Altarpiece, completed in 1511 (today in the
Vienna, Kunsthistorisches Museum).” The close for-
mal and iconographic connections between the win-
dows and The Adoration of the Trinity Altarpiece
underscore that the preparatory sketches and designs
for the former originated in Diirer’s immediate circle.
The single preserved full-sized cartoon fragment, The
Fall of the Rebel Angels (cat. no. 23), however, was
assigned to a subordinate master due to its dryly sche-
matic drawing style. Included by Campbell Dodgson
under the general term “Direr school,” the cartoon
has since been variously attributed to an anonymous
employee of the Hirsvogel workshop, to Kulmbach,
and to Diirer himself.”* Diirer’s preparatory drawings
may have looked like his small-scale preparatory
sketches in Berlin and Bremen for The Martyrdom of
Saint Lawrence (see fig. 3, p. 5); and the Fall of the
Idolin the Schmidtmayer Window, produced in 1509—
13 for the parish church of Saint Lawrence in Nurem-
berg (see fig. 4, p. 5)-

Numerous early sixteenth-century works from
the Hirsvogel workshop are uniformly “partial stained
glass,” that is, the glass painting no longer fills the
entire window but stretches like a horizontal colored
ribbon through an otherwise colorless window glazed
with panes of bull’s-eye glass or diamond-shaped
panes. Glass painters repeatedly fell back on their own
supply of framing and ornamental motifs, combining
those that were at hand with new designs. Their work
now encompassed a few, constantly recurring picto-
rial motifs (flat niches with tile floors and curtains,
damask or landscape backgrounds, and architectural
and branch-motif frames), applied primarily to the
most popular subject, the depiction of individual
saints. As these constantly repeated pictorial units
were considered to be canons of representation, this
observation applies equally to independent work by
glass painters and to collaborative commissions (i.e.,
when glass painters relied on designs by other artists).
The compositional forms were the same as those in the
wings of sixteenth-century Franconian altarpieces. It is
therefore quite safe to assume that stained glass copied
the formal vocabulary and subject matter of altar-
pieces, the principal type of sacred decoration.

Renaissance formal elements and a new rela-
tionship between pictorial space and frame gained
entry to the repertoire of Nuremberg stained glass only
sporadically after 1510. It began first with designs for
small-scale, secular stained glass and grisaille panels.



As local commissions continued to be limited to the
donation of single panels and smaller ensembles of two
or three fields, this new style remained at first without
impact on large-scale windows designed to create a
new pictorial architecture spreading across the entire
window. This task arose only one more time in Nurem-
berg in the years 1514 to 1515, and what was realized
here differs fundamentally from earlier window com-
positions. The Nuremberg City Council decreed that
damaged fourteenth-century stained-glass windows be
repaired and replaced by the donor’s descendants. The
large donor windows of Emperor Maximilian 1, 1514
(cat. no. 49), the margraves of Brandenburg-Ansbach,
and the imperial counselor Melchior Pfinzing, already
cited as major works of the Hirsvogel workshop, were
completed in quick succession in the east choir of Saint
Sebald’s Church. The exceptionally imposing iconog-
raphy of the three windows—which leaves most of the
space to full-figure portraits of the donor families and
to heraldic bearings while treating the saints, the ob-
jects of veneration, as secondary figures—required an
entirely new compositional and formal approach. Ex-
tant correspondence of the Nuremberg City Council,
overall compositional designs and cartoons by Kulm-
bach and Diirer as well as close formal parallels with
commissions in other artistic spheres illuminate the
role played by both designers and patrons in the cre-
ation of these distinctly new compositions.”

Parts of Kulmbach’s preliminary design for the
Emperor’s Window on the choir axis are preserved
in the Kupferstichkabinett in Berlin (cat. no. 49).72
This design, however, apparently took too traditional
a form for the taste of the emperor, who had quite
definite ideas about the contemporary appearance of
his window donation. Indeed, the window that was
executed is incomprehensible without Direr’s guiding
corrections. The superiority and monumentality of the
figures clearly surpass Kulmbach’s artistic ingenuity.
In a letter from 1515 Direr speaks about the many
designs he prepared at the emperor’s behest, and the
revision of the Emperor’s Window can also be counted
among these.”

After the imperial window was completed, the
damaged first window of the margrave’s family (a
donation by the earlier burgraves of Nuremberg from
the years when the choir was constructed, around
1379) was replaced in 1515 by a window that was as
contemporary as it was representative (fig. 15).”° Fol-
lowing Maximilian’s example, Margrave Friedrich v
had himself portrayed standing inside a high, tower-
ing, multistoried Renaissance architectural frame-
work. He and his wife, Sophia of Poland, and their
eight sons are the same size as the Mother of God and
Saint John the Baptist. Kulmbach’s overall design, pre-
served in Dresden, dated 1514 in an inscription {cat.
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Figure 15. Designed by Hans von Kulmbach; executed

by the workshop of Veit Hirsvogel the Elder. Donors and
Saints from the Margrave’s Window, 1515. Nuremberg,
Saint Sebald’s Church.

Photo: Corpus Vitrearum Freiburg i.’s (Montage A. Gossel).
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no. §o), incorporates design solutions arrived at in the
neighboring Emperor’s Window and displays the prog-
ress that had been achieved in clarifying the overall
structure of the architecture, in the composition of its
various stories, and in the distribution of the standing
figures and coats of arms.” In fact, this advancement
applies primarily to the window itself, in which the
light, airy effect of the stories, constructed in front of
a pure white background, stands out through an
extraordinarily pale and cool coloration.

The third large donor window in Saint Sebald’s
Church, commissioned by Melchior Pfinzing and exe-
cuted in the fall of the year 1515, is undisputedly
Diirer’s idea (fig. 16). Here Diirer’s conception and
detailed drawings for the glass-painting workshop are
discernible one last time. The correlation of pictorial
architecture and detailed decoration to the lavish dis-
play of Renaissance ornamentation in his woodcuts
for The Triumphal Arch has been particularly stressed.
This does not, however, solely result from Diirer’s
authorship but also reflects the taste of the patron. The
only preliminary drawing to survive is the cartoon
for the Madonna and Child in St. Petersburg (cat.
no. 27).”7 But it is less the figural parts that justify
the extraordinary rank of the Pfinzing Window than
the decisive leap in achieving a uniform conception
of the overall pictorial space, executed with modern
means. In the Emperor’s and Margrave’s Windows the
architectural composition was essentially composed
additively by superimposing stories of the same shape.
In the Pfinzing Window, however, there appears for
the first time a uniformly conceived Renaissance edi-
fice constructed according to the laws of central per-
spective. This bold approach to the rather unfavorable
vertical format of the window surface is a brilliant
testament to Diirer’s perspectival mastery. Despite the
formal and decorative transferals from The Triumphal
Arch, the window did not simply reflect the work done
on the huge woodcut. The immediacy of invention,
generosity of spirit, and clarity of spatial relationships
in the window make it in a certain sense a more sym-
pathetic and satisfying artistic achievement than the
“monstrous showpiece” (i.e., The Triumphal Arch) to
the glory of Maximilian.

After completing the imposing commissions for
Saint Sebald that culminated in the Pfinzing Win-
dow, the Hirsvogel workshop had largely expended
its creative energy. Apart from a few exceptions—
such as the Welser-Thumer Window in the Church of

Figure 16. Designed by Albrecht Diirer; executed by the
workshop of Veit Hirsvogel the Elder. Donors and Saints
from the Pfinzing Window, 1515. Nuremberg, Saint
Sebald’s Church.

Photo: Corpus Vitrearum Freiburg i. Br. {Archiv).



Figure 17. Albrecht Direr. Saint Anne, The Virgin, and
Child, c. 1500. Design for stained glass; pen and brown
ink; 23.6 X 16.7 cm. Budapest, Museum of Fine Arts.

Photo: Museum of Fine Arts, Budapest.

Our Lady, based on Kulmbach’s overall compositional
design in Dresden, c. 1522 (cat. no. 61)—the late
phase of monumental stained glass in Nuremberg,
with its repetitive character, displays signs of stagna-
tion. If one examines only the final large commissions
for the Saint Rochus mortuary chapel, c. 1520, for the
Imhoff family in Nuremberg or the margraves’ second
donation for Saint Gumpertus’s Church, c. 1526, in
Ansbach, which for the most part were produced from
existing older designs and from prints (figs. 17-18),
it becomes clear that the flowering of monumental
glazing in Nuremberg had come to an end prior to the
death of Veit Hirsvogel the Elder in 1525 and the
arrival of the Reformation in the city.

Augsburg

Unlike Nuremberg, Augsburg has preserved inside its
walls practically no monumental glazing from the
period. When examining Augsburg stained glass dur-
ing the time of Hans Holbein the Elder (c. 1465-1524),
one is forced to look elsewhere. The area in which
exports from Augsburg were distributed stretched
from the neighboring Upper Bavarian region to Eich-
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Figure 18. Workshop of Veit Hirsvogel the
Elder. Saint Anne, The Virgin, and Child
from the Margrave Window, ¢. 1526.

90 X 45 cm. Ansbach, Saint Gumpertus’s
Church.

Photo: Corpus Vitrearum Freiburg i. Br. (R. Becksmann).

stitt, Straubing, and Landsberg all the way down
to South Tyrol, Schwaz, and Merano.”® Among the
scanty remains of late Gothic stained glass in Augs-
burg from the r48o0s again a “Strasbourg window”
from the circle of masters of the former workshop-
cooperative marks the starting point. Local work-
shops had, however, already been established.” The
Catalogus Abbatum Monasterii SS. Udalrici et Afrae
(Catalogue for the Abbey Monastery Saints Ulrich and
Afra) of Wilhelm Wittwer (1449-1512) recorded a
series of window donations from the last quarter of the
fifteenth century.® This activity in production corre-
sponded to economic and artistic growth in Augsburg,
which was striving to surpass the free imperial city of
Nuremberg. Almost no securely attributed work, how-
ever, survives to testify to an autonomous stained-
glass tradition at this early date

The only glass still preserved on location
today—albeit in poor condition—is in the church
of Saints Ulrich and Afra. These windows are cited
by Wittwer as donations by Abbot Johannes von
Giltlingen in 1496 for the newly constructed ora-
tory above the Saint Simpertus Chapel, the so-called
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Figure 19. Designed by Hans Holbein
the Elder; executed by the workshop
of Gumpolt Giltlinger. The Madonna
and Child, 1496. 250 X 50 cm. Augs-
burg, Saints Ulrich and Afra Church.

Photo: Corpus Vitrearum Freiburg i. Br. {Archiv).

Figure 20. Designed by Hans Holbein
the Elder; executed by the workshop of
Gumpolt Giltlinger. The Crucifixion of
Christ, c. 1490-95. Eichstitt, cathe-
dral, mortuary.

Photo: Corpus Vitrearum Freiburg i. Br. (H. Scholz).

Abbot’s Chapel.®! Five standing figures—a Madonna
and Child (fig. 19}, the two Johns, Andrew, and Bene-
dict—adorned the central, five-lancet chapel window
as partial stained glass until 1898.32 All figures were
shown—as in the later Nuremberg Renaissance win-
dows at Saint Sebald’s Church—in slight perspec-
tive from below and thus consciously oriented to the
viewer’s lower vantage point. In the center of the stag-
gered composition is the Virgin in a white robe. She
stands inside a three-sided, recessed, richly vaulted
apse illuminated by windows. Behind her is a vivid red
damascene curtain. Despite paint losses, this fascinat-
ing composition is reminiscent of the chapel shrines in
late Gothic carved altarpieces (notably, the interior of
a small chapel illuminated from behind by small win-
dows, as in Tilman Riemenschneider’s Altarpiece of
the Holy Blood in Rothenburg) and served here as an
accentuation of the middle axis. In contrast, the flank-
ing saints appear in front of a flat two-dimensional,
monochrome vine-scroll background and are sur-
rounded by a simple architectural crowning element.

Since the beginning of the century these glass
paintings were regarded as by Holbein the Elder, and
their design and execution were ascribed to him or at
least to his workshop. Indeed, their figural style fits
into Holbein’s chronological development between the
securely dated panel paintings from 1493 ( Weingariner
Altar, Augsburg Cathedral) and 1499 (Gossenbrot
Madonna, Germanisches Nationalmuseum, Nurem-
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Figure 21. Hans Holbein the Elder. The Adoration of the Child, c. 1495. Design for stained glass; pen and brown ink
with gray and brown wash; 19.8 X 30.1 cm. Basel, Offentliche Kunstsammlung, Kupferstichkabinetr.

Photo: Offentliche Kunstsammlung, Kupferstichkabinetr, Bascl.

berg).®* It is rather improbable, however, that Holbein
operated a workshop for panel and glass painting.
Otherwise it would not have been necessary for him
to collaborate with the Augsburg panel and glass
painter Gumpolt Giltlinger, who signed the later Last
Judgment Window in Eichstatt as the executing master.
The contemporary recording of Gitlinger as the creator
of the altar panel in the Abbot’s Chapel in the chron-
icle by Wittwer substantiates the likelihood that he
also executed the glass paintings designed by Holbein.

Concerning Holbein’s role as a designer for
stained glass, no more definite conclusions can be
derived from a second window, also in the church of
Saints Ulrich and Afra, depicting the Adoration of the
Magi and destroyed by fire in 1944.%* Five drawings in
the manner of Holbein the Elder (Kupferstichkabinett,
Basel) are directly related to individual window pan-
els. Nevertheless, the assessment of the sheets vacillates
between preliminary drawings and copies. Conse-
quently the ascription varies between Holbein or one
of his epigones, namely, the goldsmith Jorg Schweiger,
who came from Augsburg and in 1507 relocated to
Basel.®s We first tread on solid ground with the stained-
glass windows of the Last Judgment and the Madonna

of Mercy in the mortuary of Eichstitt Cathedral, which
are undoubtedly connected to the Augsburg master as
they are signed by Holbein the Elder.8¢ The tomb of
the cathedral chapter, constructed between 1480 and
1504, is illuminated by ten tracery windows of which
today only five have extensive remnants of their ori-
ginal stained glass. Only in The Last Judgment (sce
fig. 22) does the pictorial composition encompass the
entire window surface. All other windows were obvi-
ously only partial stained glass from the beginning.
The Crucifixion Window, which according to
the inscription is a donation by the canon Johannes
von Seckendorff, who died in 1490, was probably
among the first to be completed (fig. 20). In the form
and function of an epitaph, the window depicts the
Crucified Christ with angels between Mary and John
in front of a plain blue background. Typical of Augs-
burg compositions, the image is framed by strongly
curved tracery with numerous overlapping and trun-
cated late Gothic rib profiles. Holbein’s authorship
as designer is unquestionable, as a design in his hand
in Basel (Kupferstichkabinett) places the Adoration
of the Child inside an almost identical architectural
framework (fig. 21).%” Based on the spaces left for the
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Figure 22. Designed by Hans Holbein the Elder; executed
by the workshop of Gumpolt Giltlinger. The Last Judg-
ment, ¢. 1505. Eichstitt, cathedral, mortuary.

Photo: Corpus Vitrearum Freiburg i. Br. (H. Scholz).
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Figure 23. Augsburg workshop (designed by Leonhard
Beck?). The Passion of Christ: The Entry into Jerusalem,
The Last Supper, The Mount of Olives, 1512. 85 X 110
cm. Oberurbach, parish church.

Photo: Corpus Vitrearum Freiburg i. Br. (R. Becksmann).

mullions, the Basel drawing was intended for a four-
lancet window and could-—as Gottfried Frenzel has
presumed—also be associated with the stained-glass
windows of the mortuary. The windows on the west
side have lost their colored figural decoration, but one
of the three four-lancet windows could very well be the
former location of stained glass after Holbein’s Basel
Adoration of the Child. This assumption is under-
scored by another design for stained glass in Basel that
portrays the Eichstatt founders—Wiillibald, Richard,
Wunibald, and Walburga—in four lancets and thus
could likewise record a lost donation for the Eich-
statt mortuary.®®

The “Strasbourg window” in Augsburg Cathe-
dral has been identified as the model for the Adoration
of the Child drawing in Basel.®® While this might be
true for the figural parts of the scene, it does not take
into account Holbein’s distinctive reinterpretation of
the overall composition. One peculiarity of his designs
is the way the framing architecture branches out freely
into the surrounding clear glass (hexagonal panes at
Eichstitt), so that the picture seems to be suspended in
the window. This effect originally pertained to win-
dows at Saints Ulrich and Afra as well as to a large
portion of the Eichstatt stained glass, with certainty to
the Madonna of Mercy, 1502, which today is fully
robbed of its architectural framework.

The Eichstatt Last Judgment (fig. 22), a window
completely executed in stained glass, and the monu-
mental Passion of Christ in the choir of the parish
church in Landsberg am Lech must be counted among
the undisputed high points of Augsburg stained glass.
The Landsberg Passion of Christ Window, dating



to the turn of the century, related to Holbein’ paint-
ings from c. 1495 and 1502—the Gray Passion of
Christ, the Frankfurt Dominican altar, and the
Kaisheim altar—and depicts in three huge superim-
posed scenes Christ Crowned with Thorns, the Flag-
ellation of Christ, and the Bearing of the Cross. Its
poor state of preservation and lack of careful detail
are secondary to the overall magnificence of the win-
dow. Sensitively rendered individualized heads, evi-
dent in the Eichstiatt Madonna of Mercy Window and
in the donor section of the Last Judgment, were obvi-
ously inappropriate to the monumental scale of the
Landsberg choir window.?

With his Eichstatt Last Judgment from around
1505, Holbein designed a completely unframed com-
position resembling a panel painting bordered only
by window tracery that approaches Direr’s design for
a monumental stained-glass window depicting Saint
George Fighting the Dragon, c. 1496, in Frankfurt. In
the socle area, containing the donor’s portrait and
standing saints, the artist had his signature, HOL-
BAIN, painted into Saint Margaret’s belt, which thus
documents his responsibility for the design as a whole.
The executing master, Augsburg panel and glass
painter Gumpolt Giltlinger, signaled his contribution
to the window with the initials GLTR on the same belt
buckle. This gesture provides information about the
division of labor governing the design and execution
of monumental stained glass in Augsburg.”’ In con-
nection with other stained-glass painting in the style of
Holbein, Giltlinger is documented as receiving a com-
mission from the miners in Schwaz in 1506 and again
in 1509, which suggests a continuing collaboration at
least with Holbein the Elder as designer.®?

A few preserved later works are still clearly
under Holbein’s influence, although many designs
already stem from his students. Becksmann has
revealed the probable participation of the Holbein
student Leonhard Beck for the glazing dated 1512 in
Oberurbach, Swabia (fig. 23), which belongs to the
Augsburg diocese.” The same Leonhard Beck may
also be responsible for the designs for part of the high-
choir windows in the Freiburg minster, in which the
windows with saints closely follow Holbein’s Eichstitt
designs.”* To date, no monumental stained glass has
been connected with certainty to the great masters
of Augsburg Renaissance painting, primarily Hans
Burgkmair and Joérg Breu. Only one case of Burgk-
mair’s activity as a designer for stained-glass commis-
sions—the preparatory drawings for eight panels in
the Council Chamber of the old Augsburg Town Hall
from the year 1515—is documented.” These lost
drawings, however, appear more likely to have been for
cabinet panels similar to the three roundels from a
Cycle of Virtues at Fiissen Castle (cat. no. 77) rather

than for a monumental cycle.?® Most extant circular
panels from Augsburg—exclusively small secular
stained-glass panels made up to around 1535—are
generally associated with Jorg Breu as designer (cat.
nos. 78-109). By comparing the lavish Renaissance
ornamental vocabulary in Burgkmair’s work or Jorg
Breu’s previously mentioned design for an epitaph
in the Stockholm National Museum to the windows
of the Habsburg memorial donations in the impe-
rial chapels of 152628 in the Freiburg minster, how-
ever, one can easily understand why these imperial
windows have traditionally been ascribed to an Augs-
burg designer.

Munich and Landshut
Despite fragmentary information regarding stained-
glass production in Bavaria, particularly from Munich
and later from Landshut, the decoration of the Munich
Church of Our Lady from the last quarter of the fif-
teenth century reveals a quite astonishing continuity
of the local workshop tradition.?” Although, as in
Nuremberg, Augsburg, and Freiburg, a “Strasbourg
window” from the circle of workshops around Peter
Hemmel von Andlau occupies the central position
among the choir windows (see fig. §), various promi-
nent local artistic personalities can be defined prior
to and contemporary with this extensive decorative
cycle. The names of almost a dozen glaziers and glass
painters are known for the period from 1470 to 1530.
Tax books are the most important sources for such
information, with the amount of taxes reflecting the
economic status and productivity of the workshops.”®
Among the foremost and oldest in the city—
first documented in 1431—was the workshop of
Master Martin Karlsteiner (who worked until 1484),
his son Franz, and his heir and successor, Hans
Winhart, who carried on the business and held the
office of city glazier until his death in 1537. Two more
highly productive workshops, with the names of Hans
Olein and Hans Schmid, are also recorded. Friedrich
Brunner entered the scene in 1496 and quickly formed
a large enterprise with a correspondingly high tax
burden. Frankl has attributed an extensive ceuvre—in
particular single panels with saints and portraits of
kneeling donors in the Gauting parish church—to
Jakob Kistenfiger, a Munich stained-glass painter, doc-
umented from 1496 to 1532. An inscribed Madonna
panel in the Cologne Schnitgen Museum reveals him
to have been a somewhat mediocre talent.”” No fur-
ther references, however, could be found for the leg-
endary Munich glass painter Egidius Trautenwolf.
The extent to which any of these Munich work-
shops cooperated with outside designers remains
unclear, despite the wealth of evidence gathered by
Suzanne Fischer. Master Jan Polack, who was resident
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Figure 24. The Master of the Speculum Window. Elias and
the Widow of Zarepta; Christ Feeding the Multitudes; The
Supper in the House of Simon; The Attempted Stoning of
Christ from the Speculum Window, 1480. Munich, Church
of Our Lady.

Photo: Corpus Vitrearum Freiburg i. Br. (Montage A. Géssel).
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Figure 25. Designed by Jan Polack(?); executed by the Mas-
ter of the Speculum Window. The Death of the Virgin, c.
1484. Landsberg am Lech, parish church.

Photo: Corpus Vitrearum Freiburg i. Br. (Archiv).

in Munich since the late 1470s, advanced to the office
of city painter in 1488 and received payment in 1485
for stained glass, “vitricis ecclesie Sancti Martini,”
made for the monastery church in Scheyern. In 1515,
together with Hans Winhard, he was responsible for
the stained-glass windows in the Town Hall Drinking
Room, for which he made the design. Unfortunately,
these projects did not survive. Nevertheless, Polack’s
familial relation to his brother-in-law Franz, Master
Martin’s son, and later collaboration with his work-
shop successor, Winhart, indicates that the city painter
continued to design stained glass for this workshop.

By examining the extensive glazing of the
Munich Church of Our Lady, which unfortunately is
a haphazard pastiche incorporating older glass, one
can nevertheless identify different workshop groups.
The oldest of the large “new” windows, the Speculum
Window, dated 1480, incorporates parts of an older
Passion of Christ Window from the Church of Our
Lady (fig. 24).7% The reason for the window’s small-
sectioned, additive composition is primarily thematic,



Figure 26. Workshop of Hans Winhart(?). Saint
Christopher Window, ¢. 1510-15. Landsberg am Lech,
parish church.

Photo: Peter van Treeck, Munich.

dictated by numerous scenes following a typological
program and differs with its subtle technique and
finely painted detail from the large-scale windows
produced later. Shortly thereafter marvelous composi-
tions depicting the Death of the Virgin and the Adora-
tion of the Magi in the choir windows of the parish
church in the Upper Bavarian town Landsberg am
Lech came from the same workshop of the Speculum
Master (fig. 25).'%" This leap to the spacious picto-
rial compositions in Landsberg, which spread across
twenty to thirty panels, seems so enormous as to be
inexplicable without external influences. On the one
hand, the imported Strasbourg window, with its expan-
sive scenes, had come to Munich and must have had
an impact on the local workshop of the Speculum
Master. This is apparent in the branch-motif cano-
pies above the Landsberg Death of the Virgin, which
have their immediate model in the Scharfzandt Win-
dow in the Church of Our Lady (see fig. 5). On the
other hand, the pronounced relationship between
the Landsberg windows and Jan Polack’s early works,

Figure 27. Workshop of Hans Wertinger, Landshut.
Lazarus Raised from the Dead, c. 1510-15. 77 X 72 cm.
Neuétting, parish church.

Photo: Corpus Vitrearum Freiburg 1. Br. (R. Toussaint).

such as the Weihenstephan Altarpiece from 1484, with
its pictorial space incorporating airy loggias in the
foreground and deep landscape vistas, strongly sug-
gests Polack’ active participation in Munich stained
glass.’0? If one follows the attributions of Suzanne
Fischer, then the Speculum Window in the Church
of Our Lady would have been produced in Master
Martin’s workshop, probably by his son Franz, to
whom the Landsberg windows can also be attrib-
uted.?? If this was the case, then it must have been
produced before 1484-85, before the death of father
and son, as confirmed most emphatically by the com-
parison with Jan Polack’s Weihenstephan Altarpiece.

From the cycle of subsequent monumental glass
in the Church of Our Lady, stemming from around
1485 to 1490, most of which has been associated
with the so-called younger duke’s workshop,'** we
draw particular attention to the Legends Window,
produced around 1490, which set the style for later
productions.’®® The Legends Window, which once
embellished the Saints Michael, Florian, and Sebastian
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Chapel, eschews an ornamental background and lim-
its the architectural framework to narrow canopies.
Three overlapping scenes fill the largest portion of the
window surface: The Martyrdom of Saint Sebastian,
The Invocation of Saint Florian, and The Appearance
of the Archangel Michael on Mount Gargano. Their
sweeping landscapes are not naturalistic but rather
resemble an assembled stage set. This turn to an
almost autonomous picture that largely foregoes the
traditional forms of architectural division is charac-
teristic of Munich stained glass around 1500. Indeed,
we find the same tendency in Diirer’s possibly unreal-
ized design for a Saint George window (cat. no. 9) and
in Holbein’s Last Judgment Window in Eichstitt (see
fig. 22). Only in Munich, however, does a certain con-
tinuity exist, which, in addition to the Legends Win-
dow, occurs in The Martyrdom of Saint Catherine
from around 1 500. Moved to the Church of Qur Lady
in the nineteenth century, it escaped extensive destruc-
tion during World War 11.1% Finally, the oversized
Saint Christopher Window in the parish church at
Landsberg am Lech, produced around 1510-15 (by
Hans Winhart’s workshop?), exemplifies a late high
point. The autonomous picture—despite the mullions
and row divisions—fills the entire surface of the three-
lancet window (fig. 26).1°7 Here the landscape, with a
pronounced low horizon, is reduced to two absolutely
essential motifs: the river and the embankment. Instead
of sky, an abstract colorless glazing of clear bull’s-eye
glass defines the background. This treatment is remi-
niscent of the suspended picture compositions in the
Eichstitt mortuary and in the chancel chapels of the
Freiburg minster, which were freely projected into
bull’s-eye glass surroundings. Nowhere else, however,
was this principle realized as boldly as in the Lands-
berg Saint Christopher.

While the Munich school of stained glass had
passed its zenith by this time, it continued to produce
smaller commissions without innovative character. At
this point the smaller artistic center of Landshut in
Lower Bavaria came into prominence. The residence
of the dukes of Bavaria-Landshut until 1503, and after
the line died out the residential seat of a collateral line
of the house of Bavaria-Munich from 1514 onward,
Landshut offered all the prerequisites for a flourishing
of the arts. In Hans Wertinger, the city had a resident
artist who had advanced to court painter by 1498. At
the same time, like most of his more famous contem-
poraries, he was active in diverse artistic fields.!%
At the beginning of his career Wertinger apparently
worked in stained glass mostly from designs by a third
party, indicating that his talents lay less in invention
than in the solid, skilled craft of translating designs
by others. Thus the first glass painting ascribed with
certainty to Wertinger—the Bavarian coat of arms of
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1511 for the Holy Ghost Church in Landshut—can be
traced to designs made by his fellow painter and pos-
sible teacher, Sigmund Gleissmiiller.1%® Earlier work
from c. 1500 in Saint Jacob’s in Straubing—the Leg-
end of Saints Ulrich and Afra Window, Coppersmiths’
Guild Window, and Shoemakers” Window —has been
ascribed to him as the executing glass painter, while the
invention in all cases points to Holbein the Elder.110

[n the work in Saint Anne’s Church at Neuétting,
from the second decade of the sixteenth century
(fig. 27), Wertinger’s landscape, with its twisted
branches and rocks grown over with moss and li-
chens, displays the influence of the Danube school.!!!
In the Saint Christopher Window in Kriestorf, near
Vilshofen, dated 1515, the figural composition points
to an older drawing from 1510 by Albrecht Altdorfer,
now in the Hamburg Kunsthalle.?> This and other
ideas from the Augsburg circle (Holbein and Burgk-
mair) or direct borrowings from the leading Landshut
stone sculptors Stephan Rottaler and Hans Leinberger
make it clear that Wertinger’s temperament was essen-
tially eclectic. Many partial stained-glass windows
ascribed to him in the Bavarian region (in Straubing,
Neuotting, Freising, Mining, Ingolstadt, and else-
where) demonstrate an affinity in overall composition
with the stone epitaphs of local sculptors.’3 In his use
of pictorial architecture and ornament, Wertinger vac-
illated between late Gothic tracery and the more
contemporary Renaissance decoration that he had
absorbed mainly through Burgkmair’s graphic works.
His last monumental work, the Annunciation Window
in the high choir of the Ingolstadt parish church,
jointly commissioned in 1527 by the Bavarian dukes
William 1v and Ludwig X, reveals in the archangel’s
dynamically ornamental swirling folds Wertinger’s de-
pendence on Leinberger’s powerful prototypes. Lein-
berger’s epitaphs (specifically the Rohrer epitaph)
served as the basis for the window’s composition and
tectonic structure, formed by the donor zone in the
socle surmounted by the principal scene.* Veit Stoss’s
famous sculpture, The Annunciation of the Rosary,
1517-18, in the Nuremberg Saint Lawrence’s Church,
obviously served as the direct model for the main
group, comprising the Annunciation within a floral
wreath. This “greatest and most beautiful Bavarian
glass painting of the Renaissance” (Frankl) con-
firms the eclectic character of the Landshut school
at this time.

In a survey of monumental stained glass pro-
duced in Germany at the turning point between the late
Gothic and the Renaissance, that produced in south-
ern Germany stands out. Only the Rhineland with
its predominant center, Cologne, flourished as a com-
parable center for monumental stained glass. What
was made there, from 1480 to 1530 and later, directly



reflects the local production of opulent pane! painting
and indeed seems to have been made with the active
participation of such panel painters as the Master
of the Holy Family and the Master of Saint Severin
and later of Barthel Bruyn and Anton Woensam. The
frequently gigantic compositions reveal only a few
points of contact with stained glass from southern
Germany. Furthermore, Heinrich Oidtmann’s unsur-
passed review of the enormous production of Rhenish
stained glass indicates a strong affinity to the Dutch
school of painting, both in monumental glass and in
the intimate format of cabinet panels.!!®
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In Honor of Friendship:

Function, Meaning, and Iconography in Civic Stained-Glass Donations in

Switzerland and Southern Germany

Barbara Giesicke and Mylene Ruoss

In\t.m! the end of the fifteenth century a distinc

tive custom arose in Switzerland and southern Ger-
many. In the Old Swiss cantons?! and in Germany the
emperor and the nobility as well as cities, civic groups,
fraternities, monasteries, and convents gave each other
and their subjects small-scale stained-glass paintings
intended to be viewed from close range and contain-
ing heraldic panels (Wappenscheiben). These were inte-
grated into small, independent pictorial compositions,
and as a rule they bore the donor’s name and arms
and—unlike medieval sacred stained-glass painting—
were made to decorate rooms that were not of monu-
mental proportions. The era in which the main
function of stained-glass painting was to fill houses of
God with sublimely colored light and remind the faith-
ful of the teachings of the church, the gospel, and the
legends of the saints was coming to an end and,
indeed, finally came to an end with the advent of the
Reformation. With the beginning of the Renaissance,
new secular contexts arose for stained-glass painting.
Now windows with glowing colors ornamented and
imparted an air of social dignity to the cool splendor
of darkly paneled rooms in town halls and baronial
houses. The inception and zenith of this custom in the
sixteenth century consisted of the donation of a win-
dow and honorary arms. The donation was usually
made at the request of the recipient to celebrate the con-
struction or renovation of a public or private building.
The donation included not only the colorful glass paint-
ing but also the glazing of the entire window around it
with neutrally colored bull’s-eye or diamond-shaped
panes. The donation of a complete window installa-
tion represented a welcome financial subsidy for a
building’s owner, for secular glass windows were some-
thing new and therefore costly. The coat of arms in the
upper part of the windows was the illustrious badge
of honor whereby the donor identified himself and
demonstrated his relationship with the recipient.

A blazon burned into glass was not a modern
invention. Heraldry appears in European stained-glass
painting, particularly in England and France, in great
diversity from the thirteenth century. Because of its
clear colors and shapes (originating with its initial
purpose of providing easy recognition on the battle-
field), heraldry is particularly suited to stained glass.
Installed in private rooms at the owner’s expense, the
coat of arms functioned as the symbol of the lineage of
the lord of the medieval castle and, as his personal iden-
tification, was a valuable asset. An attack on this highly
prized insignia was considered a disgraceful humilia-
tion, and in the sixteenth century the deliberate
destruction of a heraldic window was still viewed as
an insult to the donor and a challenge to his power and
dominion. As an element of medieval church window
decoration, the blazon signaled the donor’s patronage
of the costly glass installation. With the liberation of
heraldic panels from monumental church windows
and their incorporation as independent stained-glass
panels in the civic domain, the meaning and function
of the donation changed decisively. For the devout per-
son of the Middle Ages, the donation of a window pro-
vided “visible signs of repentance for his sins and at
the same time a contribution to the guarantee of his
salvation” and was consequently made with a view
toward death and the afterlife.? Renaissance donations,
however, primarily address honor and favor, solidar-
ity and friendship, prestige and power. They were thus
oriented to the display of political and social status
and to the appropriate self-portrayal of cantons, cities,
public offices, guilds, societies, and individuals.

Small-scale stained-glass paintings represent a
specialized field of art production in which Switzer-
land led the rest of Europe for two hundred years,
from the early fifteenth to the late sixteenth century.
The Swiss produced stained glass in massive quanti-
ties, and the popularity of the medium spread through

43



44

all social classes, eventually becoming a folk art. In
Switzerland, as nowhere else, stained-glass painting
developed as a national art that flourishes to this day.?
Much was produced in southern Germany as well, as
in all Habsburg-ruled countries, especially in the
Upper Rhine Valley and in Swabia. Accepted by the
Reformation, stained-glass painting reached its zenith
between 1530 and 1630, subsided greatly in the sec-
ond half of the seventeenth century, and was almost
forgotten subsequently. Not until the end of the nine-
teenth century was the art revived, under different
historical circumstances. Only a fraction of the once
huge production is preserved, with only a small part
of that fraction still in its original location. Most
stained-glass paintings have been destroyed, victims
of vandalism, storms, politically related destruction, a
loss of the consciousness of tradition, or changes in
aesthetic approaches to architecture and space. Many
were simply sold.

Interest in collecting these small-scale panels
began at the end of the eighteenth century. Romantic
yearnings for the Middle Ages led to the historically
accurate decoration of Gothic and Gothic Revival
castles, which included the installation of medieval and
modern stained-glass paintings.* In this way, large,
principally royal collections were assembled, only
one of which has completely survived: the collection
of Prince Franz von Anhalt-Dessau in the “Gothic
House” at Worlitz in the German state of Sachsen-
Anhalt. It arrived there around 1786 from Zurich,
mainly thanks to the efforts of the Zurich pastor
and philosopher Johann Caspar Lavater (1741-180T);
the large-scale windows of Gothic House resemble,
in their overwhelming scope, monumental church
windows. The English, who were particularly avid
collectors, brought home stained-glass paintings as
souvenirs from Switzerland, one stop on their Grand
Tours. They decorated their country houses with these
new acquisitions. Soon large biirgerliche (bourgeois)
collections were being formed in Germany and in
Switzerland, many of which were dissolved and sold at
the turn of the nineteenth century. As a result, newly
founded museums profited greatly from this trend,
especially in Switzerland, where in patriotic euphoria
they seized the chance to buy back cultural treasures
believed to have been lost. In this way, the large
collections of the Schweizerisches Landesmuseum in
Zurich, the Historisches Museum in Bern, and the
Badisches Landesmuseum in Karlsruhe came into
being. In the course of the twentieth century extensive
holdings also found their way to the United States,
where today not only numerous museums but also pri-
vate estates house important collections. Collecting old
stained-glass paintings was and continues to be consid-
ered a sign of taste and heightened cultural awareness.

GIESICKE AND RUOSS

A short historical overview reveals why the
custom of giving windows and heraldic panels spread
with such overwhelming enthusiasm, particularly in
Switzerland. It begins with the emergence of the
Swiss Confederation in the thirteenth century. Among
the numerous noble families who were fighting
over territorial holdings in present-day Switzerland,
the Habsburgs were the most successful. As founder
and consolidator of Habsburg dynastic power, Count
Rudolf 1v (r218-1291; after 1273 King Rudolf 1)
zealously and tenaciously pursued the expansion of
familial holdings from Aargau and Alsace into the
Upper Rhine region. Through purchase, liens, clever
marital politics, extortion, and, of course, warfare, he
struggled to acquire the Swiss middle lands, piece by
piece. By age fifty he was the most powerful and feared
nobleman in the territory today known as Switzer-
land. The Habsburg, Wildegg, and Brunegg Castles in
Canton Aargau survive as reminders of the former
presence of Rudolf and his family in this country. With
the expansion of the Habsburg family holdings in the
last twenty years of his life (Austria, Steiermark,
Karnten, and Krain), King Rudolf 1, who was prob-
ably born in Kyburg Castle in today’s Canton Zurich,
created the geographic foundation of a modern Euro-
pean superpower that under the name of the Habsburg
dynasty ruled many of the most important coun-
tries on the Continent into the twentieth century. The
formation of the Swiss Confederation might be seen
essentially as a reaction to the historical power of
the Habsburgs.

Resistance to the
stronghold of ecclesiastical and secular princes arose
first among the free country folk in inner Switzer-
land, in the so-called Waldsidtten (forest cantons):
Uri, Schwyz, and Unterwalden. Their presence in the
mountains, far from the focal points of political
events, gave them a predisposition to independence.
People here had always gone their own way, with
the mountains furnishing them with a natural mili-
tary defense comparable to the walls of a city.
Their geographic location meant not only security
but also constant confrontation with the harsh forces
of nature. The battle against the power of the moun-
tains turned these people into tough, brave fighters
and taught them that in emergencies only unity could
lead them to victory. This need for alliance was geo-
graphically strengthened by the fact that they shared
the land along the coves of Lake Lucerne. An impor-
tant factor was the Gotthard Pass, which had opened
around 1200. Trade with north Italian cities brought
economic prosperity, organizational expertise, and
contact with other peoples and countries, which led to
political maturity and determination.

A strong, independent self-confidence developed

increasingly threatening



here that was less and less respected by the Habsburgs.
King Rudolf 1 acted as both imperial leader and tern-
torial lord, rendering null and void the former confed-
erate policy of imperial independence.® Through the
purchase of numerous sites along the Gotthard route,
the Habsburg hand slowly but surely closed in a chok-
ing grip around the seemingly powerless farmers on
Lake Lucerne. In this time of greatest need—it is
supposed—the people of Uri, Schwyz, and Unter-
walden came together to form a first alliance that was
confirmed in the Bundesbhrief (federation letter) on
August 1, 12971, the legendary founding day of Switzer-
land. This is the first preserved document of a com-
mon, independent policy of confederation, the first
visible expression of the united confederate concept
of liberty. Unlike other successful state formations in
early modern Europe, the young confederation was a
republic of free men and was not founded on the pre-
dominance of one family. This alliance, which by 1513
had grown to thirteen members (the “Thirteen Old
Cantons” of Switzerland), constituted the foundation
for the great anti-Habsburg uprising that began in the
foothills of the Alps immediately after Rudolf’s death.
It was the beginning of the Wars of Independence that
lasted almost two centuries, a time during which the
Swiss won not only their political independence but
also their reputation as the best warriors on the Con-
tinent. Sought after and wooed by European princes,
they fought on all European battlefields far into the
nineteenth century. Brilliant victories over the armies
of Charles the Bold of Burgundy (1476) and the
Swabians (1499) as well as in the Italian campaigns
{1512—13) gave the Swiss a sense of power and self-
confidence, strengthened their love of freedom, and
made them wealthy, Their combat readiness and mili-
tary superiority, famous in Europe, opened the doors
to the royal courts with which they soon cultivated
active diplomatic relations. In this context there awak-
ened in the leading political families of Switzerland
a strong need for legitimacy and representation aimed
at ceremonial etiquette and social recognition.® What
would have been more obvious than to adopt the
imagery that had fulfilled this function for Europe’s
aristocracy and chivalrous society for centuries, i.e.,
heraldry? Successful military leaders, church digni-
taries, and influential politicians began buying patents
of nobility and blazon ameliorations from the German
emperor, the French king, and the pope. Later, ordi-
nary citizens—such as craftsmen, innkeepers, and
farmers—adopted their own coats of arms. These
endeavors significantly stimulated the Swiss custom of
giving windows and heraldic panels. Moreover, the
heraldic presentation found an ideal medium in the
colored panels of light-flooded glass.

“In honor of friendship,” as is stated in a docu-
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Figure 1. Diebold Schilling. The Meeting of the Eight Old
Swiss Cantons in the City Hall at Stans, 1481. Pen and
watercolor drawing from the Luzerner Bilderchronik, 17 %
18.2 cm.

Photo: Korporations-Verwaltung der Stade Luzern.
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ment from 1547,” and as a symbol of confederate soli-
darity and political independence, the old cantons
of Switzerland gave each other stained-glass paintings
containing their coats of arms for their newly con-
structed town halls. The paintings, therefore, are also
called Standesscheiben (canton panels). As a sign of
sovereignty, the canton arms personified the state.
Since the late Middle Ages, carved wooden escutcheons
had been mounted on public buildings (including bai-
liffs* or governors’ offices, churches, towers, and gates
as well as out-of-the-way inns) to document legal sov-
ereignty in the Holy Roman Empire as well as in the
Swiss Confederation. In this way, arriving strangers
could immediately see whose territory they were tread-
ing on. Furthermore, the town hall became the politi-
cal center of the newly formed city republics and the
expression of an independent civic commonwealth.
Among all the state buildings the town hall was the
most distinguished, and special pains were taken for
its decoration. It was “the home of the regiment,”
in which collective consciousness and action were
reflected.® Here the emissaries of the “Old Swiss Can-
tons” met, here guests of state were received, and here
the canton panels shone resplendently in the win-
dows. The lovely pen-and-watercolor drawing from
the Lucerne Pictorial Chronicle by the Bern historiog-
rapher Diebold Schilling from 1513 (fig. 1) illustrates
how the panels may have been installed. It depicts
emissaries of the Eight Old Swiss Cantons (Zurich,
Bern, Lucerne, Uri, Schwyz, Unterwalden, Zug, and
Glarus) convening in the council chamber in the town
hall in Stans, today in Canton Unterwalden. Sur-
rounded by bull’s-eye glass panes, the colorful stained-
glass paintings in which the so-called triple arms of
Zug, Uri, Schwyz, Glarus, Unterwalden, and Lucerne
can be recognized are set into the top of triple-lancet,
late Gothic stepped windows. Also at the top, the
carved and painted wooden shields of Obwalden and
Nidwalden lean toward each other; in this way, the
meeting place is territorially identified.”

In 1501, the prominent Zurich stained-glass
painter Lukas Zeiner (c. 1454—c. 1515) created a ten-
piece canton panel series commissioned by the old
cantons for the town hall in Baden. This is consid-
ered the first uniformly conceived series of glass panels
made at the dawning civic-secular age.'® In addition,
the compositional elements of the series constitute
the formal foundation for the heraldic panel type that,
apart from developments in period style, remained
current in Switzerland and southern Germany for two
centuries. Let us illustrate, using the Lucerne canton
panel as an example (fig. 2). In the center of the paint-
ing is a coat of arms or triple arms flanked by one or
two figures. As these individuals often hold shields,
they are called shield-bearers. Depending on whether
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the donor belongs to the sacred or secular sector, these
shield-bearers took the form of saints or angels, knights
or noblewomen, courtesans or female sutlers, and dis-
tinguished burghers and their wives; also bears, griffins,
lions, and, as in the Lucerne panel, wild men. The fig-
ures and arms are placed in a symmetrically arranged,
illusionistic architecture consisting of two framing
columns or pillars. An arch or gable, with space in the
spandrels for ornamental decoration and figures, con-
nects the capitals or imposts. The background usually
consists of glowing monochrome damask, which after
the mid-sixteenth century was replaced by picturesque
Swiss mountain, river, and lake scenes.

The wild man in the Lucerne panel is a mythical
figure from the medieval imagination, depicted in art
and literature far into the sixteenth century. Such fig-
ures are identified by their coat of hair covering the
entire body except for face, neck, hands, and feet.
They wear wreaths on their head and often around the
hips as well. For weapons they carry a tree trunk torn
out of the ground or a wooden club. Good-natured
and peace-loving or demonically wild, the forest
people were possessed of a dual character. They rep-
resented the possibility of a free, unregimented life;
they also threatened civilization with the conse-
quences attached to such an existence. The savage
stood for longing and punishment, an inheritance
from the penitent saints of the Christian church.!* His
popularity as shield-bearer was essentially based on
the symbolism of his strength and drive for freedom.
Thus he was considered a potent protector of the can-
ton symbolized by the coat of arms and in this way
demonstrated its ability to fight.

The most important component of a canton
panel is the triple arms. In the Baden cycle this consists
of the canton’s arms and the imperial shield above it
surmounted by the German imperial crown, vertically
arranged. The arms are more frequently arranged in
the form of a trefoil, as in the canton panels in the
Basel town hall (fig. 3). Here two canton shields lean
toward each other in heraldic courtesy and are sur-
mounted by the imperial shield and crown. The impe-
rial arms with the haloed double-headed eagle and
crown symbolize the imperial independence attained
by the confederation after its victory over the Habs-
burgs in the Battle near Sempach (1386), which had
taken legal form in the Sempacher Brief (1393). By
this treaty, the then Eight Old Swiss Cantons were
placed directly under the king or emperor and received
the right of self-administration. The triple arms with
imperial insignias found on many municipal panel
donations symbolize the city’s status as a free imperial
city. Although Austria had in the Peace Treaty of Basel
(1499) recognized the confederation’s independence
from tmperial ordinances, the depiction of the triple



Figure 2. Lukas Zeiner. Canton Panel of Lucerne. Zurich,
1501. 47.7 X 34.1 cm. Schweizerisches Landesmuseum
Zurich, inv. no. 1M 23442.

Photo: Schweizerisches Landesmuseum, Zirich, neg. no. CO 0268.

arms remained in use in stained-glass painting. Even
after the Treaty of Westphalia (1648), when the seces-
sion of the confederation from the empire was legally
sealed, the imperial eagle and crown defined the icono-
graphic program of Swiss canton panels until the end
of the seventeenth century. As a symbol of freedom
and independence, the triple arms long remained an
important component of the national iconographic
tradition.!?

Distinguishing features of the Baden panels are
the pairs of shield-bearers, who carry banners in the
colors of their canton and look like a festive parade
marching past the eyes of the viewer. The primary func-
tion of the banners, or flags, was their military use in
war to mark the position of troops. In addition, the
standard-bearer communicated with the troops with
the flag, signaling, for example, the length of the
battle. In Switzerland the canton banners were vener-
able symbols of the battles for independence and were
held in great respect and esteem. Because of their
importance, the custom of dedicating flags and swear-
ing allegiance to the flag developed in Switzerland.
The close relationship of the troops to their flag was
based on this oath, and the flag thus became a mili-

Figure 3. Antoni Glaser. Canton Panel of the City of
Saint Gall. Basel, r520. 71.2 X 54 cm. Basel Town Hall,
Great Council Hall.

Photo: Hans Hinz, Basel.
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Figure 4. Hans Funk. Canton Panel of Bern. Bern, 1528;
monogrammed. Lausanne Town Hall.

Photo: Claude Bornand, Gal. Benj. Constant, Lausanne.
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tary symbol for loyalty and honor. Losing a banner
in battle was tantamount to defeat, and capturing
an enemy flag was tantamount to victory. The pope
bestowed decorations in recognition of military serv-
ices in the form of corner quarters, showing religious
themes pertinent to a particular canton and which
were sewn onto the upper-left corner of the flags. In
the corner quarter of the right-hand banner on the
Lucerne panel, for example, the Savior Jesus Christ
kneels in prayer at the Mount of Olives (see fig. 2),
a decoration awarded by Pope Sixtus 1v in 1479.
Lucerne’s patron saint, the Bishop Saint Leodegar,
appears on the left-hand banner with his attributes,
the crosier and drill. Such an inclusion of a patron
saint in a canton banner is unusual. As a protector in
times of peace and war, the saint usually stands next
to the donor’s arms. This unusual iconography in the
Baden cycle’s particular iconographic arrangement
may have resulted from the confederates’ awareness—
especially after their victory over the Swabians—of
the decisive role played by divine aid. With this vener-
ation of the saints, the Baden cycle takes on the dimen-
sion of salvation history.

While the cycle from the Baden Town Hall is
today no longer in situ, one of the most important can-
ton panel series has been almost completely preserved
in its original site in the Basel Town Hall. The cycle is
of invaluable significance for the cultural and artistic
heritage of Switzerland, not only for its location but
also as a testament to the Renaissance decorative style
that emerged in German-speaking lands at the begin-
ning of the sixteenth century. While the cycle itself was
carried out in 1519-20, the commission was issued
around 1517 by the Basel City Council to Antoni
Glaser (before 1500-1551), who between 1510 and
1531 was the official stained-glass painter for the
council. A contemporary of Urs Graf, Hans Holbein
the Younger, and Niklaus Manuel Deutsch, Glaser, in
his panels, shows numerous iconographic and stylis-
tic debts to the graphic work of these artists. Espe-
cially manifest is an affinity to Urs Graf, which is not
surprising, as the latter lived and worked in Basel
from 1509 to 1527.

The panel donated by the city of Saint Gall, an
“Allied District” 13 of the confederation since 1454,
is of special significance (fig. 3). This glass painting,
considered the most perfect of the entire cycle, is the
canonical example of an early Swiss canton panel,
even though it no longer contains any colored glass
but rather consists of colorless glass with grisaille and
silver-stain painting. It must have fascinated nine-
teenth-century glass painters, for it was copied numer-
ous times. Two soldiers dressed in fashionably slitted
mercenary costumes in silk and damask (Reislgufer-
tracht),"* imported from northern Italy, appear in an



Figure 5. Conrad Wirz von Erlenbach. Heraldic Panel
of the Salem Cistercian Monastery. Zurich, 1521. Mono-
grammed; 45 X 49 cm. Cloister Wettingen. West v 1.

Photo: Werner Nefflen, Ennctbaden.

open arcade decorated with side pillars, socle frieze,
and segmented arch in imitation of the fenestration of
late medieval rooms (see fig. 1). Standing in elegant
foot-guard pose, they turn toward the triple arms of
their city. Each has a pike displayed next to him. The
left figure sports a youthful pageboy under a beret
decorated with billowing ostrich feathers. He wears
leather armor and a wide chain of honor, a symbol of
military success and material wealth. On his hip strap
hang a Swiss dagger and a so-called “one-and-a-half-
handed” sword, the standard weaponry of a Swiss
soldier in the sixteenth century. The figure to the right,
undoubtedly older, has his hair cut short underneath
his beret and wears an Italian sword with sheath, a
Swiss dagger buckled to one side, and a brace on his
left arm. In the arch frieze, Swiss mercenaries fight
against German lansquenets,'* and in the upper span-
drels imperial horsemen overrun two Swiss foot sol-
diers who are lying on their back, helplessly flailing
their arms and legs. The lower frieze depicts a mas-
sacre in the last stages of battle. Visible through the
arcade is a bizarre landscape with mountain range,
gnarled dying tree, and castle. The Habsburg attri-
butes of the castle (the domicile of nobility) and the
lansquenets (the imperial war machine)—recognizable
by their slouch hats and cut-off trouser legs—the
horsemen as well as the arm shields as a part of their
armor here refer to war booty. They are reminders of
Saint Gall’s unflagging struggle for freedom during the
fifteenth century, which had been repeatedly under-
mined by the prince-abbot of Saint Gall Monastery, a
loyal Habsburg subject. The richly decorated clothing

Figure 6. Christoph Stimmer. Heraldic Panel for the City
of Mengen. Konstanz(?), 1524. 32 X 22 cm. Pfullendorf
Town Hall.

Photo: Foto Clemens, Pfullendorf.
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Figure 7. Christoph Stimmer. Heraldic Panel of Christoph
Stimmer. Konstanz(?), 1525. 32 X 22.5 cm. Pfullendorf
Town Hall.

Photo: Foto Clemens, Pfullendorf.
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Figure 8. Hans Holbein the Younger. Title Page Border
with Dionysios and Cleopatra for Die Paraphrase des
Johannes-Evangeliums von Erasmus von Rotterdam;
Johannes Froben, Basel, 1523. Woodcut, 22 X 15.5 cm.
Basel University Library.

Photo: Universitits-Bibliothek Basel.

of both warriors, together with the small, barely visi-
ble trunk, hidden in the greenery behind the canton
arms, suggest that Saint Gall had also acquired wealth
by participating in the Ttalian campaigns. This glass
painting reflects the drama and cruelty of war, the
pride of the Swiss in their combat readiness and
wealth, and their love of ostentation and haughtiness.
Despite their defeat near Marignano (1515), the mili-
tary fame of the confederation remained undimin-
ished. This gripping narration employing a visual
language rich in symbols and gestures renders this
glass painting a brilliant historical document.1¢
Another outstanding series of window and heral-
dic panel donations to public buildings is the small,
six-part group from 1528 in the Lausanne town hall. It
was executed by the glass painter Hans Funk (before
I1470-1539), who came from Zurich and worked
mainly in Bern (fig. 4).)7 In the panel of the city of
Bern two lions support triple arms in their paws.
Together with soldiers and bears, lions were the most
commonly used shield-bearers in Bern panels. Known
for their strength and boldness as well as their violence



and ferocity, lions were considered potent protectors
of the canton, symbolized by the triple arms. An
example of donations across borders occurs in the Cis-
tercian monastery of Wettingen, located near Zurich
in Canton Aargau, which houses the most comprehen-
sive such collection preserved at an original site (fig. 1,
p. 2; cat. nos. 131, 141, 143). Among the donations by
the confederate cantons and Swiss subsidiary monas-
teries, by burghers and noble families, by sacred and
secular officials from the monastery surroundings and
the city of Baden, there is also a donation from the
subsidiary monastery in Salem (fig. 5), on Lake Con-
stance, and one by the city of Breisach near Freiburg
im Breisgau.!®

Across the Rhine, cycles have been preserved in
the town halls of Endingen (1528-29), Rheinfelden
(r532-33), and Pfullendorf (1524-25).

The splendid series of thirteen heraldic panels
in the council hall of the Swabian town Pfullendorf
was a gift from Emperor Charles v and his brother
Ferdinand 1 and from befriended imperial cities and
monasteries to celebrate the newly built town hall in
the year 1524." Just as in the Baden and Basel cycles,
the panels in Pfullendorf are the work of a single
glass painter; this was owing to the great importance
attached to the artistic unity of the window decoration
in public buildings. Characteristic of the series are
asymmetrically arranged architectural elements, richly
embellished with foliage ornamentation, grotesques,
and puttos. Shield-bearers stand in a sweeping pose
next to the donor’s arms in front of a colored vine-
scroll damask background. The asymmetry of the
composition is strongly emphasized by the placement
of the shield-bearers, who overlap the architecture on
one side. Unlike the Swiss mercenaries in the Basel
panel (see fig. 3), a German lansquenet in his typical
war dress (with leather cap, “hacked-up clothes,” cut-
off trouser leg, and short and wide lansquenet sword at
the hip) appears in the heraldic panel for the city of
Mengen (fig. 6). His efforts to impress and his warlike
bravado are in no way inferior to those of the Swiss
adversaries.? In addition, the Pfullendorf cycle con-
tains an entirely unique element. The glass painter
Christoph Stimmer (d. 1562), father of the famous
Schaffhausen draftsman Tobias (1539—
1584), made a personal monument to himself in the
form of the panel he donated to the series and placed
at its end (fig. 7). Standing in front of an illusionistic
architectural setting, a naked female shield-bearer clad
only in a feather hat presents the Stimmer family arms.
With her knee-length, curling blond hair blowing in
the wind, she is reminiscent of Fortuna. Her right hand

Stimmer

rests on the shield. Over her left hand is draped a
white robe, which she has lifted as a favor to the
viewer. At the bottom of the panel, inscribed in
Latin interspersed with Greek, in a letter form known
from the paintings and woodcuts of Hans Holbein
the Younger, the glass painter immortalized him-
self, proudly yet modestly, with the salutation: “I,
Christoph Stimmer, have painted these pictures and
coats of arms of my own accord, even if they are more
than a far cry from the art of one Parrhasius and
Apelles. Farewell, readers! In the year of our Lord
1525.” 2" In this statement Stimmer not only identifies
himself as the glass painter of the panel series but also
as an educated man of his time. In admitting that he
cannot paint as well as the greatest painters of Greek
antiquity, he asks the viewer not to measure his glass
paintings by the work of the ancients. Yet at the same
time he does compare himself with these great role
models, if self-deprecatingly. In so doing, Stimmer
portrays himself chiefly as a painter and a descendant
of famous ancient precursors (particularly Apelles),
veneration for whom had reached its high point in
the 1520s. This comparison with ancient painters is
closely connected with the glass painter’s striving for
fame, status, and immortality.??

In this context, one should point out that the
Jateral scenes in the architecture of the heraldic panel

Figure 9. Ropstein workshop(?). Heraldic Panel of Alexius
von Pfirt. Freiburg, 1529. 46.5 X 37.5 cm. Endingen
Town Hall.

Photo: Corpus Vitrearum Deurschland, Freiburg 1. Br., Akademie der Wissenschaft und
der Literatur Mainz.
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Figure 1o. Ropstein workshop(?). Heraldic Panel of
Emperor Charles v. Freiburg, 1533. 63.5 X §55.5 cm.
Rheinfelden Town Hall.

Photo: Corpus Vitrearum Deutschland, Freiburg i. Br., Akademie der Wissenschaft und
der Literatur Mainz.
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Figure 11. Hans Holbein the Younger. Design for a
Stained-Glass Panel with the Arms of the Lachner Family.
Basel, ¢. 1520-30. Stockholm, Nationalmuseum

(inv. no. 48).

Photo: Nationalmuseum Stockholm.

for the city of Mengen (see fig. 6) are based upon
the border on the title page to the Paraphrase of John
by Erasmus of Rotterdam. The woodcut was designed
by Hans Holbein the Younger and had been pub-
lished in Basel in 1523 (fig. 8).2% It depicts the tyrant
Dionysius of Syracuse: on the right as he is about to
rob Asclepius and Apollo of their natural “jewels”
(golden beard and golden hair) and on the left as he
steals the gold chains and rings from a god’s statue.
Both acts allude to the corrupt ruler’s constant requi-
sitions to finance his regime. Several ancient authors
accused him of the blasphemous theft of temple treas-
ures, the golden locks of an Apollo statue or Asclepius’s
golden beard, for example. Cleopatra’s suicide is
depicted at the bottom of the page. In the woodcut she
is reclining; in the glass painting she is standing
upright, almost covered by the right arm of the lan-
squenet and thus only identifiable by the snake placed
in the left portion of the architecture. The Egyptian
queen was then considered to have had an unquench-
able thirst for power. These scenes, therefore, symbol-
ize the negligent ruler, who, to reach his or her
ambitious goals, will not spare the sacred and does not
consider the welfare of the people. Such themes in
town council chambers served to remind officials to



Figure 12. Civic hall in Rheinfelden Town Hall.

Photo: Corpus Vitrearum Deutschland, Freiburg i. Br., Akademie der Wissenschaft und
der Literatur Mainz.

safeguard the public interest with just laws and to fulfill
their duties in a selfless and incorruptible manner. Thus
the rediscovery of ancient history, mythology, and
poetry was reflected in the graphic art and glass paint-
ing of the sixteenth and early seventeenth century.

To celebrate the town hall renovation in Endin-
gen am Kaiserstuhl in 1527, the emperor and the
noble families of the Breisgau region showed their
respect in the form of a glass-panel cycle. It is consid-
ered a product of the Freiburg stained-glass painting
workshop of Hans Gitschmann von Ropstein.?* As a
political, religious, and intellectual center of the Aus-
trian lands on the right side of the Rhine, the cathedral
and university town of Freiburg im Breisgau offered
refuge for the Basel cathedral chapter and many fol-
lowers of Catholicism after the advent of the Refor-
mation. Because of these historical circumstances as
well as the city’s proximity to Basel, a center for the
arts and printing, the distribution throughout south-
ern Germany of the graphic work of Hans Holbein the
Younger was particularly widespread.

s

Tizeh

The heraldic panel of Count Alexius von Pfirt,
whose family had its home in the Upper Alsace and
who served the Habsburgs, is a characteristic example
of panel donations from the Renaissance nobility
(fig. 9).%° The donor’s blazon, an upright and crowned
silver lion on a black ground, is seen through an
arcaded window with tastefully ornamented columns
and segmental arch. At the top the barred helm sup-
porting a crown signals the noble lineage out of which
an armless crowned man emerges. The mantlings bil-
low in wild profusion between crown and helmet,
almost displacing the female shield-bearer on the
right. Unlike the naked beauty in the Stimmer panel in
Pfullendorf (see fig. 7), who self-confidently displays
her body and looks the viewer straight in the eye, the
elegantly clad lady in the Pfirt panel shyly bows her
head and lowers her eyes. Depicted in the spandrels of
the segmental arch is the triumphal procession of an
ancient ruler, who sits in a magnificent horse-drawn
wagon. The elephants walking ahead and the donor’s
first name suggest an association with Alexander the
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Great, who used pachyderms in his war against the
Persians. As we know today, the commissioner of a
panel often actively participated in its design, so we
can assume that Count Alexius personally requested
the depiction of the famous hero of antiquity. His
admiration and veneration of Alexander the Great
seem to have led the count to elect the hero as his name
patron; this choice was also probably affected by his
disinclination to be identified with the excessively
sad and humiliating story of his holy namesake Saint
Alexius of Edessa, who supposedly lived unrecognized
for seventeen years underneath the stairs of his paren-
tal home, doused with slop by the servants, long-
suffering and full of patience.

A part of the Swiss canton Aargau since 1803,
Rheinfelden previously belonged to Austria. After the
town hall burned down in 1530, a larger building was
erected a year later. On this occasion the sovereigns
Charles v as Holy Roman Emperor and his brother
Ferdinand 1 as king of the Habsburg patrimonial
dominions gave heraldic panels, as did their gov-
ernment officials in their functions as governors, bai-
liffs, and chairmen of the parish councils as well as the
four Austrian Waldstdtte (forest towns): Rheinfelden,
Laufenburg, Sickingen, and Waldshut. Like the
Endigen panels, this cycle reflects the particularly
strong influences of the graphic work of Hans Holbein
the Younger. It is also ascribed to the Freiburg work-
shop of Ropstein.2® The heraldic panel of Emperor
Charles v (fig. 10) closely relates to the design for the
panel of the Lachner family in Basel (fig. 11), ascribed
to Hans Holbein, which Hans Lehmann discussed in
1940.27 The imperial arms, with an additional small
escutcheon in the center, crested by the imperial crown
and surrounded by the chain of the Order of the
Golden Fleece, is placed in front of the same columned
hall as the arms and shield-bearer in the draw-
ing.?® Although the resulting glass painting appears
somewhat flat—an impression created primarily by
the presentation of the imperial arms and by sporadic
paint abrasion—the use of delicate, translucent mono-
chrome glass across large areas lends the work a
stately radiance.

Finally, it is instructive to consider the room
itself. While in the course of restorations the panel
series in Basel, Pfullendorf, and Endingen have been
removed from the upper sections of the stepped win-
dows and placed in a lower line at the viewer’s level,
the fourteen panels in the Civic Hall in the Rhein-
felden Town Hall have remained in their original
architectural context (fig. 12). Today, as in earlier
times, government affairs are carried out in the his-
torical rooms of town halls, and high guests of state
and prominent public personalities are received here.
Today the function of the rooms has been expanded,
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as in Rheinfelden, to include civil wedding cere-
monies. Time and again the radiant panels in the
windows lend events an illustrious, festive ambiance.
Although stained-glass paintings have lost some of
their earlier significance, they remain today, particu-
larly in Switzerland, a permanent part of a pro-
nounced national and civic consciousness.
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On the Artistic Technique of Glass Painting
in the Age of Diirer and Holbein

and Its Conservation Problems

Peter van Treeck

6 lass paintings have two surfaces that work to-
gether, paintings only one. The technical and optical
requirements of painting on glass differ from painting
on plaster, canvas, or wood. The only comparable fea-
ture shared by both techniques is the opaque, linear
contour. Every other painted detail on glass, whether
color or tonal value, achieves its intended effect
through melting and becomes a filter of light. Effective
only in transmitted light, the hues of glass painting do
not materialize as they do with reflected light through
spectral values of body colors. Rather, hues appear by
the selective absorption or diffusion of specific wave-
lengths of light. Visible colors or tonal values consist of
transmitted complementary wavelengths of absorbed
light. Chromatic values are produced by ions of specific
metals dissolved in glass and vitreous paint, often in
concentrations lower than 1 percent.! Bright values ap-
pear only through intense transmitted light. Dark zones
and colors require a reduction of light, achieved by
applying a vitrifiable medium densely mixed with sub-
stances that provide coloring and opacity.

Technical Development in the Late Fifteenth Century
From about 1430 glass painters adopted stylistic
methods from oil paintings and the graphic arts and
achieved a high level of creative and technical excel-
lence, which prohibits the assessment of the panels as
mere craftlike renderings of designs, in the form of
drawings.? In the fifteenth century the stained-glass
window became a picture. The glass became the picto-
rial support, comparable to wood or canvas in paint-
ing, and thus lost the meaning it had in the Middle
Ages as a radiant two-dimensional extension.® In their
use of colors, glass artists abandoned the rules that had
governed the medieval window; they now used color
naturalistically. Pictorial backgrounds are opened “to
the outside.” Light, usually falling from the upper left,

originates from an imaginary light source. Further, cor-
poreal modeling and shadows are introduced.

For panels composed of different pieces of col-
ored glass, the lead design still primarily aimed at color
composition and color division, but with the greater
emphasis on glass painting, the functions of glass and
leading shifted slightly. In the late fifteenth century
leading was largely limited to a connecting role, while
the glass pieces assumed a greater static role. As larger
surfaces for painting, glass pieces were more strongly
interlocked with one another formally.

The reduced number of glass cuts led increasingly
to the transfer to glass of complicated linear config-
urations. These linear configurations, however, were
limited by technical practicality and graphic details.
In other words, artists sometimes drew forms in
stained-glass designs that glaziers could not execute,
thus requiring the artist to take into account from the
beginning a certain change in representation.* Al-
though the diamond glasscutter had long been known,
glass cuts were grozed (the edges slowly nibbled away)
until after the sixteenth century. The exact cut was not
yet common practice. Along with grozing, however,
one occasionally finds traces of diamond scratches, so
that it must be presumed that the diamond took over
the role of the dividing iron, which, with its heated tip,
had been used to crack the glass.®

The type of glass used from the Middle Ages until
the mid-nineteenth century is described in German as
Hiittenglas (literally, “hut glass,” or glass made in a
hut). It is a flat glass smelted in a pot furnace, colored
with metal oxides, and blown with a blowpipe. At this
time no alternatives existed.® The term Hiittenglas,
however, does not describe the characteristic features
of the glass structure. From the late fifteenth century
glass changed in several respects. It changed on the
basis of a different mixture of raw material, by degrees
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from potash to calcium-sodium glass (more lime and
soda instead of wood ash or potassium). In addition,
the smelting process improved with the development
of furnaces and the raising of the melting temperature,
from around eleven hundred to more than thirteen
hundred degrees centigrade.” As a result of these
changes, the glass was now more homogenous, pure,
transparent, and, as a rule, more uniform, with less
texture and often thinner than the older glass. Because
of a higher lime content and improved refining pro-
cesses (through the admixture of arsenic, along with
already familiar agents like antimony and manganese),
from the fifteenth century truly colorless panels, with-
out the earlier greenish tones, which derived for the
most part from traces of iron in the raw materials, are
found among the light panels. In cabinet panels in par-
ticular, glass with little texture was specifically chosen.
A high quantity of air bubbles is rare, as encountered,
for instance, in the circular panels in Cottbus, ¢. 1511
(cat. nos. 36-39). In monumental creations as well
smoother glass was preferred.

For stained-glass paintings there was always a
standard technique; ground color is achieved through
transparent colored-glass pieces, modeling and mut-
ing values through semitranslucent matts (washes
smoothed to a muted, even finish with a wide, soft
brush called a badger), drawing through opaque con-
tours, and, since the thirteenth century, through semi-
opaque washes. Around 1300 transparent silver stain
was introduced. Yet these standard steps developed
further. In the fourteenth century “etching” emerged,
in the form of a striated scratching of the matts using
bristle brushes or other instruments. Artists also in-
creasingly employed stippling, in which the matt was
removed with a bristle brush in a dotlike manner in
order to lighten it. Strasbourg glass painters working
around Peter Hemmel introduced new brilliant graphic
elements.8 His painting technique must have caused a
sensation around 1475. As usual, the glass painter
painted the colored glasses cut by the glazier with the
semitranslucent, warm, or cool-toned, slightly streaky
matt. The colored glasses provide the predominant
colors and basic organization of every panel. On top
of that he now laid down, in addition toc a contour
drawing and etched or stippled “lights,”
ated graphic modeling of multiple layers of washes and
hatching. In this way he achieved great plasticity
through chiaroscuro values. Despite this change in
painting style, stained-glass panels from the Strasbourg
workshop-cooperative and others have a character
that is still typically late Gothic.

Since the Middle Ages the predominant painting
practice was to begin with a glaze and to end with an
opaque contour.” The opposite procedure is easier
technically and has been the rule since the late nine-

an accentu-
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teenth century. The rationale for the old way was
twofold, artistic and technical. Although the process
appears more complicated, it in fact required only one
firing. In terms of painting technique, it is easier to in-
troduce hatching on top of a glaze without an interme-
diate firing than the reverse. In short, the application
of the contours as the final step allowed a more spon-
taneous working of the surfaces.

Techniques in the Age of Diirer and Holbein

Glass painting techniques and materials, from about
1490 to 1520, are not fundamentally different than
those of an earlier date. The familiar means, however,
were interpreted in new and very individual ways,
with different accents in individual regions. The small-
format cabinet panel, conceived to be viewed from
close up, stimulated specific artistic and painterly pos-
sibilities, while the monumental creations mostly con-
tinued with traditional techniques. Two distinct means
of creation were thus developed.

Two processes can be distinguished in the appli-
cation of matts or glazes, here called “foundations.”
First, a soft brush (a badger blender) was used to badger
or blend watery black or brown vitreous matting paint,
customary in monumental church windows. This pro-
cedure was also used for cabinet panels. From about
1510, however, a more advanced technique dominates
cabinet panels: wet stippling, a refining of the wet, mat-
ted surface through stippling with a large, soft brush
(again a badger blender) or with a fine sponge or cloth
(in contrast to stippling executed on a dried matt).'°
With this process the matt can be applied very evenly
and finely, and the matt is more stable, robust, and
resistant to smudging than a badgered matt, allowing
it to be painted on more softly.

Working drawings cannot render transitions in
modeling from bright to dark as impressively as can
light on glass. By etching with a bristle brush the
artist can achieve hard and brittle material textures
and lively graphic modeling effects. Stippling, how-
ever, easily results in hard transitions or spotty,
“gray” effects. In both cases particles of vitreous paint
remain in the “lights” and reduce the brilliance of
the representation. This paint “dust” has an uncon-
trolled influence on the contrasts. Scratch stippling
(Kratzstupfen)—the scratching out of blank points
of light with a small metal brush with only a few
“hairs” (silver-wire brushes)—was an innovation of
the late fifteenth century. Only with this technique
could the glass painter achieve the brilliant light
modeling with well-controlled, continuous transitions
and clear, organic structures.!’ Stippling and etching
with bristle brushes, therefore, occurs more rarely and
from this time only in a complementary role. Pointed
wooden tools, feather quills, or needles were used to



scratch out the light contours and the brightest lights
as hatching.

On the verso {the side facing the outside when a
window is mounted) the glass artist worked almost
exclusively with washes; the paints were spread with
the brush but not badgered. Silver stain was outstand-
ing in color and transparency. It did not become spotty
and could achieve tonal values from the brightest
lemon yellow to saturated golden yellow, depending
on the thickness of application. At this time it was not
prone to the brownish density and extreme iridescent
blue shimmer that characterizes later glass painting.

The building up of the paint layers demanded spe-
cific paint consistencies. Because there was no inter-
mediary firing, corrections while painting were almost
impossible since every operation went to the “glass
ground,” and the borders of the “holes” that resulted
were difficule to close without hard transitions. With
the effect of transmitted light, a corrective layer, like
that used in panel painting, was not possible. The
brushstrokes had to succeed at the first attempt. To
prevent the new, wet applications from detaching he
paints below, contrasting binding agents were used.
Historical sources say little on the matter.’? Experi-
ments have proven how watery binders—water, some-
times with an addition of gum, also vinegar, wine, or
other substances—must be alternated with oily sub-
stances, whereby oily brushstrokes are carried well
by a matt mixed with a watery binder. The opposite
process is more difficult.

Glass paints consist of pulverized glass with metal
oxides as coloring agents. They are not soluble but
only “diluted” with the binder. Unlike pigments used
in oil painting, they can be refined only to a certain
degree because of their granular structure, a handicap
for the painting process. The glass painter, therefore,
ground the paints with a muller for a very long time in
order to apply them in the smoothest and most deli-
cate manner. Because the paints dried very quickly, one
could make only a few strokes with a loaded brush.
Moreover, because, with the exception of contours, the
strokes were made with a degree of translucency in
mind, it was important that the application with the
brush resulted in specific strengths: more liquid or vis-
cous, occurring faster or more haltingly. Lifting off the
brush at the end of a drawn line presented a problem.
Therefore, the artist generally painted from light to
dark and from planes to lines. The form of the brush
was also important. Whereas a tracer, with a point, was
suited for contours, particularly for opaque contours,
because it could best taper the paint, blunt brushes
with uniform hair lengths were better for the semi-
translucent hatching strokes or washes.!?

The soft application and gentle pastel-like man-
ner of painting was presumably achieved through addi-

tives. The “paintability” of the paints is improved by
the admixture of slippery material, apart from oil, for
example, egg, honey, or syrup. Mineral borax has long
been known as an ideal substance to make paints mal-
leable. Burned in, it lends a pastellike, soft appearance
to surfaces and modeling, and, in addition, it reduces
the melting point, and, in the case of vitreous paints, the
firing temperature. The use of additives also had
drawbacks, namely, that it decreased the resistance of
the painting to humidity and other influences. Certain
substances cannot be mixed, for example, gum arabic,
sugar, borax. They are incompatible and produce
damage in the fusing of the paints.

Since the late fifteenth century glass-painting col-
ors in tones of brown (to red) and white (to gray) play
a large role in the palette. One can infer by studying
enamels that already by the high Middle Ages recipes
for red, blue, green, white, and yellow enamel colors
were known, But as far as we know these were not
used in glass painting. Rather, only black and brown
{to rust brown) were used as opaque vitreous paint
(Lot or Punctur in German} or as a thin, watery appli-
cation. Soon after 1300 strong red-brown contours
and washes were substituted for black in drapery and
flesh tones, most prominently in panels from the Isle of
Gotland. About one hundred years later red appears in
a new form to shade planes or details, complementary
to black vitreous paint. The moment varies from
region to region. An early example of reddish glaze is,
for instance, The Archangel Michael, c. 1440, in the
minster in Ulm.'* Also significant was the development
of hues for shading. After the graphic techniques of
modeling and the executing or back-painting of details
in color, the most important innovation was the com-
bining and differentiating of color values. In monu-
mental glass painting the practice varied widely by
region until the early sixteenth century. The tradi-
tional scale was still maintained in Grossgrundlach,
I1504—11 {cat. no. 29, and Scholz, p. 29), and in Saint
Roch in Nuremberg, c. 1520: values of gray, brown,
and black vitreous paint were used extensively and in
a planar manner. The most modern characteristics
occur in the windows in the choir of the Church of the
Assumption in Landsberg am Lech, dating to about
1500 and close in style to Hans Holbein the Elder.
There the paint buildup in flesh tones and architec-
tural elements is achieved almost exclusively in san-
guine tones, from yellowish to brown to reddish
brown. Heads and other parts offer early examples
of the complementary introduction of semitranspar-
ent glass paints in warm and cool tones for realistic
representation.ts

Sanguine (Eisenrot in German) ranges from matt
brown to yellowish, from reddish brown to a flesh
color, and from grainy opaque to highly transparent.
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The foundation of these hues is iron oxide (Fe,O;).
Regional differences may result from the different ori-
gins of the raw material, which the workshops each
obtained from their own places of delivery. Nuances
resulted by chance (empirically) because the intensity
of color was difficult to manage. Sanguine was known
from the fifteenth century at the latest, for instance, as
crocus martis or pot- or kettle-brown and was pro-
duced from iron filings or rust. Although precise reci-
pes for red made from iron oxide (in the form of red
ocher, caput mortuum, etc.) are first transmitted in
manuscripts from the mid-sixteenth century, this tra-
dition reaches far back into time.'¢ Depending on the
production process, products varied from the clear,
transparent sanguine color to the more substantial,
ranging from red to brown to blackish brown. The
quality varies between the upper, fine, pure extract to
the sediment of the processed recipes. A white vitre-
ous paint and a yellow paint were extracted from lead
glass. Both are applied as shading colors and are
named around 1400. Reddish brown also served for
the representation of walls, for which rose-colored
glass had earlier been used and continued to be used
in stained glass in churches, for example, in Saint
Roch, ¢. 1520, in Nuremberg. Glass painters prepared
their own paint, yet they could increasingly obtain
half-products in the form of “cakes” (smalti, an easily
fusible lead glass, from Venice or Amsterdam).

At first glance it is difficult to detect a development
in the individual selection and combination of hues in
panels from the period around 1 500. For the most part
a very simple range of colors was used in the first phase
of the epoch. Panels made up to about 1500 after
Michael Wolgemut, Albrecht Direr, Hans Baldung
Grien, Hans von Kulmbach, and Hans Schaufelein are
restricted mostly to matts and contours in black vitre-
ous paint. Afterward it became a rule in all regions to
use a grayish brown tone first and then the artist con-
tinued with black or brown vitreous paint in different
nuances. After painting was begun using gray-brown,
frequently further work was consciously done in black
and then the panel was back-painted with red to
brown. The sanguine on the verso serves as a shading
color in combination with the matt, the foundation on
the recto. This effect becomes particularly apparent
where the back-painting is differentiated more toward
yellow or red, according to the tone of the matt or that
of the glass. In a Jorg Breu roundel from 1516 (cat.
no. 84) the sanguine is even set against the gray-green
foundation. The same differentiation between tonal
values on the recto and verso occurs in panels from
c. 1516-18 after Kulmbach and Baldung, in which
only the contours are black and everything else is held
to different brown tones. The Breu panel in Frankfurt,
C. I5I2-16 (cat. no. 81), on the other hand, varies the
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combination: a reduction to values of gray and black
on the recto is juxtaposed with an amplification to
grayish brown and red on the verso. In many examples,
further shading on the verso, in white and grayish
white, serves as a supplementary density value. From
about 1510 the color nuances on the recto and verso
were further augmented. At the same time, the simple
application of shading survived.

Of great importance as well is the use of hues
of “white” glass, which the glass painter employed
consciously as an artistic element as the designer
used toned paper or paper prepared with a colored
ground. For drawings one has long recognized the
relation of ground tone, ink color, and the highlights
and shadows made from body colors. Around 1500
gradations of “white glass” were intentionally pro-
duced, in contrast to the earlier impure and color-
tainted “white glasses.”

Thus, including vitreous paints in tones of brown
and white, a limited tonal scale was developed for the
painting of cabinet panels in the circle of Diirer and
Holbein. The artistic aim was oriented above all to-
ward combined tones. In this regard the panels in this
exhibition can be divided into four categories: (1) a
composition exclusively in warm tones, sometimes
with neutral values (gray and black) in the drawing;
(2) the painting on the verso, as the only warm tone, is
contrasted with an overall cool or neutral palette of
the glass and the painting on the recto; (3) an interplay
between warm and cool tonalities, in which one or the
other component is consistently used for the glass or
for the painting; (4) a composition exclusively in cool
and neutral tones of gray and black. The last type is
rare and appears only until about 1510.7 Of the other
variations, the first exists throughout, the second seems
to have died out from about 1515, when the third type
occurs for the first time and in different regions. It is
characteristic of many panels from the younger gener-
ation of glass painters, for instance, Veit Hirsvogel the
Younger and Augustin Hirsvogel in Nuremberg, Hans
Gitschmann von Ropstein in Freiburg, and others in
Basel and Ziirich. In panels after Jorg Breu one en-
counters it first during his later period.

In small-scale panels, in contrast to monumental
windows, the brownish black contours seem to imitate
the ink used in drawings. In panels from the circle
of the younger Hans Holbein, where everything is
painted with a distinctly brown “ink” color, this effect
is particularly evident.'® Significantly light and shadow
are represented not only through light/dark but also
by color values. One created “luminous drawings.”

The different tints of the vitreous paints and glass
pieces change their effect, according to their combina-
tion, color value, thickness of application (and state
of preservation), and influence on one another. Blank



areas produce accidental tonal effects according to the
actual background of the panel. Black vitreous paint
applied in a watery manner remains relatively neutral.
On the other hand, colored matts, which can be more
diffuse or transparent, grayer or more intense in color,
coinciding in color or complementary, interact in dif-
ferent ways with the glass tone and emphasize it very
specifically. The phenomenon is linked with the color
value and thickness of the paint layers, which possess
different transmission and absorption values. For ex-
ample, the matts in the glass painting, c. 1511 (cat.
nos. 36-39), in Cottbus have a gray, gray-brown, or
brown effect, according to the glass tone. The panel
in Eisenach, 1516 (cat. no. 84), carries a matt that
is gray when applied once and which has a greenish
effect when applied thickly or in multiple layers. A
very subdued complementary effect is achieved in the
Wengi panel, ¢. 1519—20 (cat. no. 141), in Wettingen
by means of the partial, thin application on the recto
of a bluish color on yellow, overlaid with watery black.
The glazes of whitish color or brown sanguine par-
tially back-painted as thin as a breath on many pieces
likewise lend a grayer or browner appearance to the
matts on the recto.

The artist also “played” with the thickness of the
glass pieces. Where painting on the recto and verso cor-
responds, an appearance of depth resulted as an optical
effect of refraction. In the panels after Breu in Eisenach,
1516 {cat. no. 84), and Frankfurt, c. 1512—16 (cat.
no. 81), for instance, the thickness of the glass cre-
ates depth in the window reveals of the background
buildings and in landscape details. The glass painter
suggested spatial recession by drawing the lines in-
creasingly thinly, until they appear only schematically
“In the distance.” All these effects were used purpose-
fully in the early sixteenth century, in contrast to the
earlier mere light and dark modeling. The effects in-
dicate the increasing extent to which artists and glass
painters came to terms with the expressive poten-
tial of drawing, either in a traditional, more graphic
sense or with newer, pictorial, three-dimensional cre-
ative means. Perhaps the impetus for this development
came from Augsburg, Basel, or Ziirich, while in the
preceding time, and in particular for Veit Hirsvogel
the Elder, glass painting was powerfully shaped by the
Strasbourg workshop-cooperative in the late Gothic
period, which was oriented toward the graphic means
of engraving.

Despite the breadth of variations, an indispensa-
ble minimum of orientation on a preparatory drawing
is always necessary for glass painting. Many panels
follow their models with extraordinary faithfulness.
Others, however, depart considerably, above all in the
modeling.’” The methods used by the glass painters
for the transfer of the model to the glass are not en-

tirely known. Tradition acknowledges different tracing
methods, albeit not very precisely.2’ Some panels from
the early fifteenth century to the sixteenth century dis-
play traces of preliminary drawings preserved on the
verso. These lines provided orientation for the paint-
ing on the recto. According to the procedures of the
time around 1500 such guidelines would only be con-
ceivable if removed totally before the application of
the painting on the verso.?! This process, however, is
rather unlikely in panels of this time because of the
very fine and detailed handwriting and range of varia-
tion between translucent and opaque strokes. Work-
ing from a drawing placed underneath the glass would
have been more practicable. If a paper model served in
the first step for modeling the object in the matt but not
for the application of the contours, then this would
explain why the contours, which are often applied at
the end, frequently depart from the preliminary draw-
ing. The drawing, in other words, no longer played a
role in the progression of the painting.

The actual practice falls somewhere between, as
tests have confirmed. The transfer from drawing to
glass—even when exact—happened in and on the
matt, namely, in the negative drawing (scratched out
of the matt), and with halftone contours. On this
base, work continued into the laying down of washes,
modeling, and shading.””> The hatching strokes and
washes were always freely executed. Here the artistic
gifts of the glass painter become apparent, and in this
lies the basis for the very different manners of creat-
ing planes. The strata of brushstrokes and negative
drawing require working before a light, as the painter
cannot otherwise recognize the transitions, thickness
of application, and degree of translucency.??> With
modeling and shading by hatching, the exact trans-
fer of every single stroke matters little, but their sum
and effect as hatched planes are decisive. Already in
the models hatching strokes are understood as such
planes. The type of hatching method was selected by
the glass painter. In this regard, the designs are at
times even cursory.

For the paint buildup the order of steps from the
matt to the contours was, therefore, determined not
only by technical considerations but also by artistic
reasons, which became more important, particularly
from 1500. This indicates a very different understand-
ing of glass painting than the handicraft-reproductive
technique used in glass paintings made since the late
nineteenth century, when pieces were contoured ex-
actly after the linear structure of the models. Once
the contours were drawn, the representation and ex-
pression were finished, and the subject could only be
elaborated. In the older technique, by contrast, the rep-
resentation remained artistically modifiable until the
last step. This aspect is critical, since the application of
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the contours as a first step would have severely re-
stricted the painter, while as a concluding step it al-
lowed a freer artistic working of the surfaces as well as
a limitation of the contours to the most salient parts.
To repeat, executing the outlines after the drawn
model, as a kind of reproduction, precludes the neces-
sary fluid ductus, which is desirable for a brilliant
method of handling brushstrokes. Furthermore, a
halting brush application stands in the way of the
“paintability” of the paint.

Glass painting in Diirer and Holbein’s time was
not reproduction but interpretation. It aimed at the
execution of a creative intent, not at a copy. (With the
production of multiple copies of a given subject in
the sixteenth century, this point of view shifted mark-
edly.) In this regard, designs and panels are two inde-
pendent species. The quality of the design and that of
the executed panel, with all their creative and techni-
cal particularities, are only dependent on one another
to a limited degree. In the model, idea and execution
form a unity; in the panel, they build a synthesis.?*

Preservation and Conservation of the Panels

The present-day appearance of glass paintings is de-
pendent on their specific material attributes and the
working practices used to produce them. Another
weighty factor is earlier retouching, the restoration
history of the works. For the care and conservation of
glass paintings, recognizing the causes of the processes
that lead to damage is of the greatest relevance.

The most obvious type of damage consists of
breaks in the glass. These are not only due to mechan-
ical influences. In the period treated here, they also
resulted from complicated cuts not suited to glass. Bro-
ken pieces and those that had fallen out were “patched”
with repair-leads or replaced with new, “whole” glass
pieces. Although the leading was not generally defec-
tive, almost all stained-glass panels were newly leaded,
mostly in the nineteenth century. This occurred when
pieces of glass were replaced, cracks were treated with
repair-leads, or, primarily, the glazier thought he had
to make the panel perfect again from the point of view
of craftsmanship.?’ This procedure was a fundamental
damage, for it robbed the leading of its originality, fal-
sifying it by changing the width of profiles and the
salient impression of lines as contours. Shifts of the
leading went along with adding repair-leads, the only
available technique for stabilizing the panels. Less seri-
ous in its consequences was the mounting of strap-
leads on top of breaks in the glass.

In the schema of surface damage, monumental
glass and cabinet panels differ because their ambient
fields, environmental influences, and restoration his-
tory vary. Unlike their medieval predecessors, most
glasses made since the fifteenth century are no longer
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impacted by substance-damaging corrosion. This is
the result of a changed composition and more homog-
enous fusion. For a short time still, specific glasses
with grayish rose, violet, yellow, and similar warm-
toned colors are an exception.?® To a very slight
degree, pitting occurs as corrosion in the form of tiny
dots distributed over the surface, as found, for ex-
ample, in the panels from Cottbus.

Clarity of effect often makes glass paintings of this
period appear to be well preserved. The impression that
the painting has escaped glass corrosion because of a
more resistant glass surface is relative. All panels show
damaged or endangered painting. The focus of this
damage has shifted from the vitreous body to the struc-
tured surface. To a much different degree than in mon-
umental medieval glass painting, the pictorial effect
faded in panels of the sixteenth century through losses
in the painting.

Among the panels in this exhibition, six types of
damage to the painting can be observed: (1) corrosion
of the vitreous paint; (2) loosening of painted details;
(3) loss of contours on the matts or on the underdraw-
ing; (4) damage in the darkest parts of the shading;
(5) spotty paint losses in the matts like freckles; and
(6) planar reductions of the paint. Appearing grayish
to whitish in reflected light, paint corrosion causes vit-
reous paint to lose inner stability and become soft and
vulnerable. It results from a chemical transformation
of the glass material in the paint, brought about by the
impact of acidic or alkaline substarnces in connection
with humidity.?” The vitreous paints, due to this trans-
formation, lose their glassy, solid structure and become
crystalline. The process changes the effect of the vi-
treous paint in transmitted light, making it darker,
grayer, or denser and less transparent.

The loosening of painted details results from the
lack of fusion between the vitreous paints and the sur-
face of the glass supports. To the extent that the paint
is substantially still in good condition, but because the
hardness and smoothness of the glass support did not
fully bond with it in the firing, small scales of paint, so-
called flakes, can loosen or detach. Other types of
damage are harder to explain, such as loss of contours
on the matts or underdrawing, damage in the darkest
parts of the shading, and paint losses in the matts. The
first two appear mainly where black vitreous paint lies
on top of other vitreous paints. Presumably, specific
kinds of paint are incompatible. A main cause for this
lies in their dimorphic structure. By studying the orig-
inal glass paintings and carrying out tests, onc arrives
at several conclusions.?® On the one hand, paints
mixed from a vitrifying agent (the glass flux) and col-
oring oxides do not sufficiently fuse when they are
applied on top of paints in which the glass and coloring
agent have been premelted or contain premelted parts.



On the other hand, they are much more sensitive and
less durable than when they are applied directly to
glass. Such schemata of damage lead us to presume
underpainting in the form of “preliminary drawings”
as the cause. Similar damage appears when silver stain
and vitreous paints touch.

The behavior of the paint layers is also sometimes
affected by the application of wet paint over a layer of
paint that is already dry (yet still unfired). Humidity
enters the surfaces and leaves rims. The structure of
the paint can easily become porous in these places,
and the fusion with the surface of the glass can be
harmed. The corrosive changes have a powdery ef-
fect, first appearing as spots and then widening to pla-
nar zones. There is a different explanation for the
“freckles” that appear only on panels made from
about 1500 to about 1§50 and which, therefore, are
to be sought in the specific technical conditions of this
period. The appearance of the dots across the surface
is always similar. Nevertheless, their different densities
suggest that the phenomenon is not based in the man-
ner of application but in material causes. The triggers
could be admixtures in the paints or in the binding
agent; for example, borax grains or particles of oils or
resins that are not sufficiently dissolved in the paint or
traces of a substance used to prepare the surface of the
glass for painting.

The sixth type of damage makes the painting
of some panels look washed out, dull, or thin. These
panels were integrated in rooms that were used daily
and were cleaned as a component of the glazed win-
dows. Terms for the damage, “washed off” or “scoured
off,” are to be taken literally. The difference in the
appearance today between the painting of small-scale
panels and that of monumental church inventories is
obvious. With the latter, the predominant forms of
damage are corrosion, pollution, and strong incrusta-
tions caused by humidity. Such damage led to spot-
tiness and paint detaching. There ensued, in the course
of restoration history, sometimes radical cleaning
methods, for example, wet cleaning with sand and
brushes.?? Most scratches on glass paintings can be
traced to such a process.

Through their reduction and the changed density
and structure in the paint layers, most halftones on the
recto took on not only a different light value but also
a different tonal value. Through corrosive transforma-
tions, for instance, they lost their translucent color
and consequently appear grayer or whiter. They also
changed in tone because today they refract, scatter, or
reflect in a different manner than they did before the
chromatic value of an underlying wash, or of the glass,
or even of painting on the verso. An example of the
gray whitish effect is the Urs Graf panel from Basel,
1520 (cat. no. 135, fig. 94); for the changed color effect

of the matt, see Manuel Deutsch’s panel from Schinz-
nach, c¢. 1527 (cat. no. 127). Here the wash of black
vitreous paint lying over a grayish brown matt is
diminished. On the circular panel by Jorg Breu from
Eisenach, 1516 (cat. no. 84), the gray matt today ap-
pears slightly green in thinned areas.*° In the inscribed
border of the trefoil, Death on Horseback, 1502 (cat.
nos. 19-20, fig. 17), the trace lines have a reddish
appearance after the partial loss of black paint owing
to the interplay of the strong yellow tones on the verso.
Moreover, in panels exposed to intense humidity, paint
carried away from one area that can be deposited on
another, thereby strengthening contrasts.

Present-day stained-glass conservation focuses
on preventive measures, especially protection against
damage from climactic and mechanical causes. Fur-
thermore, they include the fixing of endangered ele-
ments (the gluing of cracks and splinters or the fixing
of loose parts in the leading or of entire panels). It
is less often necessary to fix loose paint in small-scale
panels because, despite their comparatively less dam-
aged condition overall, they have suffered more
through constant cleaning. The fixing of contours
has largely been carried out for the last two decades
with acrylic resins at specific points (by laying a row
of tiny dots rather than applying the resin in a brush-
stroke). The securing of whole surfaces is problem-
atic. (Due to damages to substances there is an
increasing need for action regarding monumental
glass painting of the fifteenth and sixteenth centuries.)
Methodological improvements are still being tested.?!
The removal of deposits is also part of conservation.
This is always necessary before stabilization because
an extreme buildup of grime and color- or lime-spots,
among other things, can damage or destroy the origi-
nal painting. The accumulation of foreign materials is
intensified in panels with many-layered paint struc-
tures and can take extreme forms, above all, caused by
high humidity. Before every cleaning (Freilegung), it is
imperative that the restorer identify the paint materi-
als and techniques.

Among the most difficult decisions facing re-
storers are questions of whether or how damaged or
falsified earlier interventions should be reversed or how
restorations should be carried out. In terms of artistic
content and aesthetics, it is sensible to remove earlier,
disturbing additions, if this is possible, without damag-
ing the object. This may include the removal of repair-
leads, as, for example, in the panel in Kaiserslautern,
¢. 1520 (cat. no. 92). A larger problem is presented by
(yellowed) synthetic resins used for consolidation of
paint, as, for example, the broadly applied epoxy in
the panels in the little choir of the parish house of Saint
Sebald’s Church, 1517 and c. 15271 (cat. nos. 51—53,
64), in Nuremberg, which cause certain parts to appear
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greasy and change their light-values. Equally problem-
atic are glass pieces doubled with artificial resins, which
have yellowed. There is no gentle procedure for re-
moving doubling (backing with pieces of protective
glass), and if such procedures were carried out, further
losses would be incurred.?? A related problem is over-
painting or coatings, as in the application of lacquer on
the lobes of the Hans Schiufelein quatrefoils, 1510, in
the Berlin Kunstgewerbemuseum, which were certainly
added to reinforce the thinned paint surfaces (cat.
nos. 72, 74, 76).

An interesting chapter in the history of restora-
tion is that of historic replacements. The perfection of
these and many copies from the nineteenth century
results from a very precise orientation of the glass
painters to the historic models painted on glass. They
emulated the original techniques with deceptive accu-
racy, in part using tools that were no longer in general
use in their own time.>* In many pieces from the nine-
teenth and early twentieth centuries it is difficult to
distinguish clearly between copy and fake. There are
outstanding “supplementations,” which for a long
time were not recognized as such, and others, which
we know were real fakes because they were made
intentionally to replace still extant originals.**

In time additions, like restorations, become rec-
ognizable, and even datable. By careful observation,
one can discern the nineteenth-century method of han-
dling line, which differs from that used around 1500.
In its harder, more brittle manner it is based on the
Gothic formal language and translates the texture and
plasticity of the early Renaissance back into Gothic
structures. This is observable in certain details, such as
in the more shallow interpretation of hatching, in the
more accurate and therefore more rigid execution, and
in the form of the little “hooks,” the meticulously reg-
imented crosshatching.3S Furthermore, paint applica-
tions on the verso and, in principle, also the matts
or washes on the recto are badgered and no longer
“flooded” or wet-stippled. In addition, the forms of
damage to the imitations have different characteristics,
for instance, serious damage to the contours. Freckles
are completely absent.

The interest of nineteenth-century glass painters
in post-Gothic panels had a pronounced commercial
character because of the large international interest in
collecting. “Perfect” restorations were not, however,
entirely negative in their effect but also had positive
aspects, in that they encouraged the preservation and
appreciation of stained glass.

VAN TREECK

1. Karl Hans Wedepohl, “Die Herstellung mittelalterlicher und antiker
Glaser,” in Abbandlungen der Mathematisch-Naturwissenschaftlichen
Klasse, Akademie der Wissenschaften und der Literatur (Stuttgart,
1993): no. 3, 19ff.

2. On the false valuation long predominant in art history of glass paintings
of the post-Middle Ages as “second-hand art,” see M. T. Engels, Zur
Problematik der mittelalterlichen Glasmalerei (Berlin, 1937): 65. See
also Scholz r991, 1ff.; Barbara Giesicke, Glasmalereien des 16. und 17.
Jabrbunderts im Schiitzenbaus zu Basel (Basel, 1991): 18. It was related,
above all, to the “division of labor,” in contrast to the assumed “per-
sonal unjon” between artist-designer and glass painter in the Middle
Ages. In fact, the division of labor becomes problematic as soon as
designs and compiled models (drawings that select single pieces from
other drawings and combine them) are made the sole artistic criteria
and are only formally compared to translations onto glass; the latter
are thus treated like reproductions. To be fair to the glass objects, how-
ever, one must place more emphasis on their specific artistic techniques.
On the stylistic connections and relationship of designers and work-
shops, see, above all, Scholz 1991; Bernhard Anderes, “Zur Kabinett-
glasmalerei in der Schweiz,” in Anderes and Hoegger 1988.

3. On the conceptual definition and development from “intrinsic light/
emitted light” (Eigenlicht/Sendlicht) to “illuminating light” (Beleuch-
tungslicht) and to pictorial light of the fifteenth century, see Wolfgang
Schéne, Uber das Licht in der Malerei (Berlin, 1954): 82ff. For the fol-
lowing: on color chords and color demarcations, see, above all, Eva
Frodl-Kraft, Die Glasmalerei: Entwicklung, Technik, Eigenart (Vienna
and Munich, 1970}, 77ff. The study of medieval window coloring by
Viollet-le-Duc received a critical valuation from James R. Johnson,
“The Stained Glass Theories of Viollet-le-Duc,” in Azt Bulletin 45
(1963): 121ff.

4. This is especially apparent in the panel Death on Horseback, 1502
(cat. nos. 19~20, fig. 17), where the horse’s mane was sacrificed to the
lead lines and the wood frame was shortened for technical reasons. In
fifteenth- and sixtcenth-century designs lead-line patterns are often not
drawn. Does this mean that they were no longer regarded as a mode of
expression, as in the Middle Ages? On design and execution generally,
see Scholz 1991: 227-70; and Giesicke, Glasmalereien des 16. und 17.
Jabrbunderts: 158, 29ff., 34ff. Further, see Daniel Hess, “Der Weg in
die Stube: Zur Entwicklung und Verbreitung der Kabinettscheibe,” in
Ulm 1995: 42ff.; Virginia Chieffo Raguin, in Worcester 1987; Timothy
B. Husband, in New York 1995.

5. Antonius von Pisa, around 1400, was the first to mention diamond
cutting. It is also mentioned in a Bolognese manuscript (Bologna UB
MS 2861) from the first half of the fifteenth century; see Mary P.
Merrifield, Original Treatises on the Arts of Painting (1849; reprint,
New York, 1967): 494f. Lastly, on Antonius von Pisa, see Vetrate: Arte
e restauro: Dal trattato di Antonio da Pisa alle nuove tecnologia di
restauro (Milan, 1991). On the technique of glass cutting, see also
Sebastian Strobl, Glastechnik des Mittelalters (Stuttgart, 1990): 84ff.

6. Exceptions are the rare examples of press glass and cast glass in the
Middle Ages; see Friedrich Kobler, “Flachglas,” in Reallexikon zur
deutschen Kunstgeschichte (Munich, 1992): 544ff., with literature.

7. Wedepohl, “Herstellung mittelalterlicher und antiker Glaser”: 32ff.

Sec also H. Bronk and G. Schulze, “Cristallo & vitrum blanchum:

Die Herstellung von farblosem Glas in Venedig und 2 la facon de
Venise im 16. u. 17. Jh.,” in Archdometrie und Denkmalpflege 1998,
Jahrestagung Wiirzburg: 117ff.; W. Miiller and K. Adam, “Chemische
Zusammensetzungen frithneuzeitlicher Flachglaser an Glasmalereien
und Blankverglasungen von Kirchenfenstern, ein Vergleich mit
Hohlglaserzeugnissen,” Archdometrie und Denkmalpflege 1998,
Jahrestagung Wirzburg: 122ff.

8. On Strasbourg glass painting around Peter Hemmel, see Hartmut Scholz
1994, 84ff.; Hartmut Scholz, “Die Strassburger Werkstattgemeinschaft:
Ein historischer und kunsthistorischer Uberblick,” in Ulm 1995: 13f.
The “graphic” in glass painting corresponds largely to the underdraw-
ing in contemporary paintings. Compare the infrared investigations of
restored panel paintings.

9. On the painting technique, see Frodl-Kraft, Glasmalerei, 381f., and
Strobl, Glastechnik des Mittelalters: 94ff. To be corrected are Stefan
Triimpler’s remarks that the contour is the first step; see “Die Kunst der
Glasmaler,” in Giesicke, Glasmalereien des 16. und 17 Jabrbunderts, 11,
as well as in Peter van Treeck, “Zur Konservierung der Glasgemalde,”
in Hartmut Scholz and Peter van Treeck, “Die Glasmalereien in der
Imhoffschen Grabkapelle Sankt Rochus in Niirnberg,” Mitteilungen des
Vereins fiir Geschichte der Stadt Niirnberg 76 (1989): 283f. Here, a rare
exception, hatching in black vitreous paint is at times executed before
and at times after the matt. It may be a case of making preliminary con-
tours by means of halftone lines.

10. For example, on the panels, Jorg Breu, The Children of Luna, c. 1512—
16 (cat. no. 81), Museum fiir Kunsthandwerk Frankfurt; Jorg Breu,
The Month of July, ¢. 1520 (cat. no. 92), Pfalzgalerie Kaiserslautern;
Augustin Hirsvogel, Coat of Arms of the Pessler-Topler, ¢. 1521 (cat.
no. 64), parish house of Saint Sebald’s Church, Nuremberg.
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21.

22.

23.

. One recognizes in the repeated dot formations that the tool consisted

of three to five wire points.
In a manuscript from ¢. 1550 the following binding agents are named

for grinding with vitreous paint: spirits, gum, vinegar, borax water, 24.

urine (Cologne, Stadtarchiv, Nachlass Boisserée 1018/612). Attempts
ro replicate this usc of binding agents were carried out in the workshop

of Gustav van Treeck in Munich in a research project of the Bundes- 25.

ministerium fiir Bildung und Forschung (Federal Ministry for Develop-
ment and Technology), 1989-96, published in Konservierung und

Restaurierung historischer Glasmalereien, Ergebnisse des BMBF- 26.

Forschungsprojekts {Mainz, 1999). Since 1997 related tests have been
carried out in the Fachbereich Konservierung und Restaurierung,
Department Glasmalerei und Glasfenster, University of Applied Sci-
ences, Erfurt.

. Such types of brushes from later times have been preserved in collec-
tions of historic tools. It may be presumed that they did not significantly 27.

change in form. Comparc Stefan Triimpler and Fritz Dold, “Die Kunst
der Glasmaler,” in Giesicke, Glasmalercien des 16. und 17. Jahrbun-
derts, 10ff. On the use of specific brush materials for representing differ-
ent details, the following are named in the manuscript in the Boisserée

Collection (Cologne, Stadtarchiv, Nachlass Boisscerée 1018/612): soft 28.

brushes for draperies; goat hairs and billy-goat beard for flesh, badger
or marten hairs for “Duppelir”-brush (to fill in planes), set into goose

quills. These specific consistencies and paint cffects have not yet been 29.
analyzed.
. Formerly nave n x. Later examples are given in the figures of the upper 30.

clerestory windows in the same building, ¢. 1470; compare Scholz
1994: 221ff., 232, On vitreous paint and enamels in the Middle Ages,

compare Elgin Vaassen, “Zur Tradierung mittelalterlicher Rezepturen 3I.

fur Glasmalereien,” in Konservierung und Restaurierung. There it is
proven that seventeenth-century recipes were based on older sources,
so that one has to assume knowledge of the colors at least since the
fifteenth century.

. Peter van Treeck, “Die Glasgemalde im Chor der Marid Himmelfahrts-
kirche: Bestand und Restaurierung,” in Stadtpfarrkirche Marid 32.

Himmelfahrt, Landsberg a. Lech {Landsberg am Lech, 19871), 58ff.

. On this and on vitreous paints in red, white, and sometimes yellow, sce

Stuttgart, Wirttembergische Landesbibliothek, MS HB x1, 48 (fifteenth
century); Antonius von Pisa, “Colore bianco per ombrare.” The
manuscript in the Nachlass Boisserée (Cologne, Stadtarchiv, 1018/612)
also mentions green; see Vaassen, “Zur Tradierung mittelalterlicher
Rezepturen fur Glasmalereien.”

. For example, the Crucifixion, ¢. 1490 {cat. no. 6), panel after Michael 33.

Wolgemut; Death on Horseback, 1502 (cat. nos. 19~20), after Albrecht
Durer; Order of the Golden Fleece, 1510 (cat. no. 73), after Hans
Schiufelein.

For example, Kloster Wettingen, N 1v 2, flesh parts of Stained Glass 34.

Panel for Georg Brunner, Bascl glass painter after a design by or after
Hans Holbein the Younger, c. 1519.

Compare Scholz 1991: 235ff., 3718. 35.

On the tradition of tracing methods, see a manuscript in the Nachlass
Boisserée (Cologne, Stadtarchiv, 1018/612): “So du glass malen wil, . . .
so streiche ganz diin [an] vnd lege es auf die Visirung . . . als dan mache
die Haubtstrich nach derselben, . . . vertreibe ds Lot mit einem Haar
bensc| dieweil es noch feicht v: nass ist” (If you want to paint glass, . . .
then brush [over] it very thinly and lay it on the cartoon . . . also then
make the main strokes after the same, . . . badger the paint with a hair
brush while it is still damp and wet). Compare Johannes Kunckel, Ars
vitraria experimentalis [Leipzig, 1689; reprint, Hildesheim, New York,
1992]): 349, no. xxx1). For the following, compare Stefan Trumpler,
“Riickseitige Vorzeichnungen auf Glasgemilden des frithen 16. Jabrhun-
derts,” Corpus Vitrearum Medii Aevi Newsletter 45 (1994): 36f. Com-
parable preliminary contouring on the verso is to be seen around 1400
in the choir windows of the parish church in Pollenfeld, Bavaria. It is a
matter of strokes that (unintentionally?) were not wiped away before
the firing.

If this is correct, then it is the reason why in the period treated here one
usually finds preliminary guide fines mostly in heraldic panels {lambre-
quin) and architectural forms, that is, in lines with a clear course.

The practice of sketching main contours beforehand on the recto with
translucent washed, sometimes even colored, strokes on top of (rarely
under) the matt in order to continue to paint on top of this appears
from the fifteenth to the end of the nineteenth century. It ended with the
introduction of the process of applying the opaque black vitreous paint
contours first. A preliminary drawing underneath is much more clearly
perceptible through a wet-stippled matt than through one that has been
badgered. In the dry, unfired stage the former appears more transparent
than the latter, because, like a raster, it is composed of dark and light
particles.

Historic representations on this process exist. Although from a Jater
time, they may, however, be related to carlier techniques: Jost Amman,
Stande und Handwerker (Frankfurt, 1568); Christoph Weigel, Stande-
buch (1698). Further, drawings from the late sixteenth century in the

Historisches Museum, Bern, Wyss Collection, 1. 73b, are illustrated in
Giesicke, Glasmalereien des 16. und 17. Jahrhunderts im Schiitzhaus
zu Basel: 9.

Stefan Triimpler in Giesicke, Glasmalereien des 16. und 17. Jabrbunderts
im Schiitzhaus zu Basel, also holds this point of view of the independent
artistic quality of the panels.

The calamitous instruction for this long-lasting practice goes back to
Pierre LeVicil, Die Kunst auf Glas zu malen {Nuremberg, 1779-80),

1: 216 (under Bleifaulnis [lead corrosion}).

Examples include the Annunciation, ¢. 1504 -5, after Albrecht Diirer in
Nuremberg, Muscum Tucherschloss (cat. no. 21, reddish glass picces);
Beatus panel, ¢. 151§~-20, after Hans Leu in Bern, Historisches Mu-
seum (cat. no. 132, violet glass). The colored glasses referred to are also
unstable now and then. Rose and violet glass pieces tend to have a blue
cast.

Corrosion products originate, similarly to glass corrosion, in salt, mostly
sulfate. The process is strongly dependent on the relative amounts be-
tween color components and flux (the more limited the portion of the
latter, the more susceptible the paint). The size of the grains also plays
a role.

Studies of the originals and tests were carried out at the Fachbereich
Konservierung und Restaurierung, University of Applicd Sciences,
Erfurt.

Antonius von Pisa, in Vetrate, 67f.; Strobl, Glastechnik des Mittel-
alters: 22.1.

The extent to which the matt includes a green admixture is not proven.
Interestingly copper green was mentioned in the late fifteenth century;
compare Becksmann 1995: 2.

An earlier method of stabilization, among others, was the coating with
“powdered” glass in 1917 of the sixteenth-century glass paintings in
Saint Sebald’s Church in Nuremberg. After unfortunate experiences
with epoxy resins, stabilization is now done only in spots with Paraloid
B72. Developments are being tested, for instance, at the Institut fir
Silicatforschung, Wiirzburg.

Chemical means to reverse doubling are seldom used because of the
aggressiveness of the procedure, especially to the painting. The epoxy
resin is soluble in a very limited way through treatment with methyl
chloride or dimethyl formamide. For the following, see the information
sheet for the permanent collection galleries of the Kunstgewerbemuseum
in Berlin. Retouching in the black vitreous paint surfaces are found, for
example, in the Jorg Breu pancls (cat. nos. 98-109) in the Baycrisches
Nationalmusecum, Munich.

This point of view is hardly heeded in art-historical rescarch and in con-
servation technology. On the description of very similar connections in

the nineteenth century, see Konservierung und Restaurierung historischer

Glasmalereien.

For example, Landsberg am Lech, Marid Himmelfahrtskirche, window
n 111, ¢. 1 500: heads of Saints Catherine and Barbara. (For onc hundred
years the originals have belonged to a private collection near Munich.)
The panel with the standard-bearer in the Historisches Muscum in Bern,
¢. 1508-9 (cat. no. 718), is a good example of the different forms of
hatching found in the scratch etching of original and restored parts.
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THE MASTER OF THE HOUSEBOOK

(The Master of the Amsterdam Cabinet)

Active c. 1470-¢. 1500

n anonymous artist practicing in
Athe Middle Rhine around Mainz,

the Master of the Housebook
takes his name from a manuscript belong-
ing to the princes of Waldburg Wolfegg
(Baden-Wiirttemberg, Germany; Schloss
Wolfegg).! The so-called Medieval House-
book contains about sixty pages of man-
uscript texts and pen-and-ink drawings
made around 1475-81, some of which
are colored. The text encompasses medi-
cal and household recipes as well as
chapters on the art of memory, astrology,
mining and metallurgy, and the skills
and technology of war. The Housebook
was possibly commissioned by a Knight
of the Order of the Jug, a chivalric soci-
ety founded in the fourteenth century
by Ferdinand 1 of Castile and Aragon
(1379/80~1416) and revived by the Holy
Roman Emperor Frederick 11 (1415-
1493)inabout 1473.2 The illustrations of
the Housebook include allegories of the
seven planets then known and their influ-
ence on mankind, scenes of tournaments,
hunts, a bathhouse, a water-surrounded
castle, a mine, a garden of love, designs
of military and smelting equipment, and
coats of arms. The spirited drawings of

I.

+
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Among the essential studies of the Master of the House-
book from the last thirty-two years are Hutchison 19725
Amsterdam 1985; Hess 1994 {along with the review
written by J. P. Filedt Kok in 1995}; and Washington,
D.C., and New York 1998 -99. On the Master of the
Housebook as a designer of stained glass, see also Becks-
mann 1968, Husband 1985, and Husband 1998. The
discussion of the Master of the Housebook’s role as a
designer of stained glass has been complicated by the
theory that more than one artist was responsible for the
Medieval Housebook.

. Christoph Graf zu Waldburg Wolfegg (Washington,

D.C., and New York 1998-99: 103, 105) argued con-
vincingly that the original owner of the book was an
upwardly mobile middle-class intellectual dedicated to
the chivalric ideals of courtly society, rather than a mas-
ter of munitions as previously believed, and conceivably
a Knight of the Order of the Jug. The order, like other
societies of its kind, was dedicated to defending the
Christian faith and helping the poor. Timothy B. Hus-
band (New York 1999a: 76~77) has asserted that the
owner of the Housebook and the Knight of the Order of
the Jug, who appears repeatedly in the manuscript’s illus-
trations, are not identical.

. On the division of hands, see Becksmann 1968; Husband

1985; Amsterdam 1985: 221, 224, 242, and no. 117;
Hess 1994: 52—57; Eberhard Kénig in Waldburg Wolfegg
1997: 199—200, 217-19; Husband 1998: note 12 on
183~84; New York 1999a: 53-59 and notes 16~23

on 79.
. Waldburg Wolfegg 1997: 65 and 1o5; Washington,

D.C., and New York 1998-99: 106-9.

. Amsterdam 1985: no. 142.

. Amsterdam 1985: nos. 121-22.

. Amsterdam 1985: no. r18.

. Amsterdam 1985: no. 133.

. Amsterdam 1985: no. 134; Husband 1985; and New

York 1999a: 72 (as designed by the Master of the
Amsterdam Cabinet).

Amsterdam 1985: no. 135; Becksmann 1968: 348-62
{as designed by the Master of the Genre and Tournament
Pages of the Housebook).

. Amsterdam 1985: no. 136; Hess 1994: §8—-59, figs.

§3755-

. Hess 1994: 63-64.
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worldly subjects show the Master of
the Housebook to be a keen observer of
human nature.

The Master of the Housebook
is also known as the Master of the
Amsterdam Cabinet. This is because of
the drypoints by his hand surviving in
123 impressions, eighty impressions are
preserved in the Rijksprentenkabinet,
Amsterdam. Though none of the dry-
points are dated, they were probably
made between c. 1470 and ¢. 1490. In
addition to the Housebook and ninety-
one drypoints, many paintings and
stained-glass panels have been attributed
to the master, and defining his ceuvre
has become one of the most complicated
problems faced by historians of North-
ern art of the late fifteenth century. Some
scholars have argued that the master
responsible for the Amsterdam drypoints
did not make all of the drawings in
the Housebook. This conclusion led to
an attempt to define the ocuvre of a sec-
ond artist, built around the scenes of
courtly love in the Housebook. The sec-
ond artist was dubbed the Master of
the Genre and Tournament Pages of the
Housebook.? However, the reexamina-
tion of the Housebook, on exhibit from
1998 to 1999, has led to a conviction on
the part of some viewers, the present
author and Lee Hendrix included, that
Christoph Count of Waldburg Wolfegg
is correct in reasserting that the illustra-
tions in the Housebook were made by
one artist, the same person who made
the drypoints.*

The Master of the Housebook’s
place of origin is also controversial. There
is much to support his identification as
the Dutch-born painter and woodcut de-
signer Erhard Reuwich (Utrechtc. 1455-
Mainz ¢. 1490). Reuwich’s woodcut
illustrations for Peregrinationes in ter-
ram sanctam (Journey to the Holy Land;
Mainz, 1486),° written by a canon of
Mainz Cathedral, Bernard von Breyden-
bach (d. 1497), bear distinct similarities
to some of the drypoints by the Master
of the Amsterdam Cabinet. Reuwich
had accompanied Breydenbach, Johann
Count of Solms-Lich, and the knight
Philipp von Bicken to the Holy Land,
making drawings of architecture, topog-
raphy, costumes, and exotic animals,
which he incorporated into his illustra-
tions. His mastery of linear perspective is
particularly apparent in his panoramas
of Venice and Jerusalem. And while a
command of perspective is uncharacter-
istic of the drypoints made by the Master

of the Amsterdam Cabinet, it is appar-
ent in the technical drawings of the
Housebook. Two silverpoint drawings of
young lovers by the Master of the House-
book, ¢. 1485 (Staatliche Museen zu
Berlin-Preussischer Kulturbesitz, Kupfer-
stichkabinett, and Leipzig, Museum der
bildenden Kiinste, Graphische Samm-
lung)® support the argument that the
artist was of Dutch origin; silverpoint
was a favorite medium of Netherlandish
artists of the late fifteenth century.

The Master of the Housebook
worked in Heidelberg in 1480, when
he executed the Dedication Page of
“Die Kinder von Limburg”: Johann
von Soest Presenting His Manuscript
to Philip the Sincere, the Elector Pala-
tine, 1480 (Heidelberg, Universititsbib-
liothek}.” His elegant court style is
thought to have developed at the Count
Palatine’s court in Heidelberg. Of the
large number of paintings attributed to
the Master of the Housebook, the most
convincing as a work by his hand is
the painting of a Pair of Lovers, ¢. 1484,
in Gotha (Schlossmuseum),® which has
been identified as Count Philipp von
Hanau-Munzenberg and the burgher
Margeret Weiszkircher, who bore him
three children.

Many stained-glass panels are also
attributed to the Master of the House-
book. Among the works most convine-
ingly attributed to him are The Madonna
and Child on the Crescent Moon, 1485
(The Metropolitan Museum of Art, The
Cloisters Collection);? and a fragment of
A Patricians’ Tournament, c. 1480 (pri-
vate collection, Germany, Schloss Gross-
Karben, District of Friedberg),!? perhaps
for the building of the patrician society
Alten Limpurg on the Romerberg in
Frankfurt. The Master of the Housebook
was also active in the design of stained-
glass quatrefoils (cat. nos. 1-3). Three
small stained-glass panels in the Furstlich
Leiningensche Sammlungen, Heimat-
museunt, in Amorbach in Odenwald, are
also central to the discussion of the
Master of the Housebook on the basis of
his identification with Erhard Reuwich
and Reuwich’s identification as “Master
Erhart the painter” from Mainz.!! The
three panels were presumably part of a
cycle of at least thirty installed by Master
Erhard in the upper lights of the win-
dows in the Amtskellerei, Mainz, in De-
cember 1486. But it has been argued that
Reuwich is not identical to the glass
painter from Mainz named Erhart, who
worked at the court of the archbishop.'?
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The Master of the Housebook
(The Master of the Amsterdam Cabinet)

Princess Cleodelinda
c. 1475

Pen and brownish black ink on cream laid paper

WATERMARK
None visible (the drawing is laid down)

False Schongauer monogram in pen and black
ink, below

11.6 X 9.1 ¢m

Dresden, Kupferstich-Kabinett, Staatliche
Kunstsammlungen Dresden

Inv. no. ¢ 1898-24

PROVENANCE
Acquired 1898 from Wilhelm Volck in Saarburg

FIGURE 1. Martin Schongauer. Saint
George and the Dragon, ¢. 1470-75. En-
graving, 8.4 ¢m (diam.). Washington, D.C.,
The National Gallery of Art, Roscnwald
Collection (inv. no. 1943.3.60).

Photo: © Board of Trustees, The National Gallery of Art,
Washington, D.C.

#1GURE 2. The Master of the Amsterdam
Cabinet. Saint George (Mounted), c. 1475.
Drypoint, 14.5 X ro.5 cm. London, The
British Museum (inv. no. 1868-8-8-3205).
Photo: © The British Muscum.

BIBLIOGRAPHY: Lehrs 1899: 181, ill. on 177;
Storck 1909: 264, no. 2; Schmitz 1913, 1 111—
2, fig. 187 on v i1y Winkler 1932: no. 17,
Stange 1958: 30, note 56 on 47; Dresden 1963:
no. 18; Becksmann 1968: 359, note 30 on 364,
fig. 6 on 363; Dresden 1971-72: n0. 447;
Amsterdam 1985: no. 127; Husband 1985: 149,
fig. 18; Scholz 19911 34, note 123 on 35; Hess
19941 5456, fig. 48.

Princess Cleodelinda is a fragment of a
design for a stained-glass quatrcfoil, cor-
responding to the left lobe. The right lobe
would have depicted Saint George Fight-
ing the Dragon (cat. no. 9). According to
legend, the Christian  knight saved
Princess Cleodelinda of the kingdom of
Silene (Libya), who was to give her life as
a sacrificial offering to a dragon that was
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FIGURE 3. Detail of a woman giving a coin
to a beggar, from the Master of the House-
book, Sol and His Children, fol. 14r in the
Medieval Housebook, c. 1475—81. Pen and
brown ink, 29.2 X 19.4 cm (fol.). Wolfegg,
Kunstsammlungen der Fiirsten zu Waldburg-

Wolfegg.

Photo: René Schrej, Ravensburg.
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. Amsterdam 1985: nos. 33-34.

. Griinpeck [c. 1514-16] 1891: 23.
. Lehrs 1899: 181.

. 1909: 264.

1913, 1: ITI-I2.

. I932: IO.
. Dresden 1963: no. 18.
. Stange 1958: 30. Stange believed that more than one

artist was responsible for the Housebook and compared
the Dresden sheet with the book’s Mining Panorama
(fol. 35r).

. Becksmann 1968: 359.

Hess 1994: 54-55.

Bartsch 1803-21: no. 51.

Hermann Schmitz (1913, I: 106-7) noted that quatre-
foils are depicted in the windows in the dedication page
of a manuscript belonging to Philip the Good (1396
1467) (the narrative Gerard de Roussillon, 1447-50,
Vienna, Hofbibliothek, no. 2549). See Schestag 1899:
fig. 4 on 205.
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FIGURE 4. Detail of land jutting over water
in middleground of A Castle Surrounded by
Water, fol. 19v—20r in the Medieval House-
book, c. 1475-81. Pen and brown ink, 29.2
X 38.8 (fols.). Wolfegg, Kunstsammlungen
der Firsten zu Waldburg-Wolfegg.

Photo: René Schrei, Ravensburg.

terrorizing her father’s kingdom. But
George killed the dragon after first mak-
ing the sign of the cross, thus converting
the king of Silene and his people to Chris-
tianity. According to some accounts,
George then married the princess. The
Master of the Housebook also depicted
the story of Saint George and the Dragon
in two drypoints (fig. 2).! The popularity
of Saint George in the visual arts in the
late fifteenth century may be related to
the emphasis that the Holy Roman
Emperor Frederick III placed upon the
saint as a protector in battle.?

Few drawings by the hand of the
Master of the Amsterdam Cabinet have
survived outside of his famous House-
book. Princess Cleodelinda is among the
rare drawings that have. Max Lehrs was
the first to publish the sheet one year
after it was acquired by the Kupferstich-
Kabinett in Dresden.? Lehrs, followed by
Willy F. Storck,® Hermann Schmitz,’
Friedrich Winkler,* and Werner Schade,”
accepted the little drawing as a work
by the hand of the Master of the House-
book, whom he considered identical
to the Master of the Amsterdam Cabi-
net. But Alfred Stange thought Princess
Cleodelinda might be a product of the
master’s workshop.® Ridiger Becksmann
observed that Princess Cleodelinda was
by the same artist who made the genre
and tournament scenes of the House-
book, whom he identified as an artist
from the circle of the Master of the Am-
sterdam Cabinet.® Daniel Hess consid-
ered the lines of Princess Cleodelinda
mechanical and pedantic and as a re-
sult hypothesized that the drawing was
cleaned-up copy after the so-called Mas-
ter of the Genre and Tournament Pages of
the Housebook, made by an artist trained
as a glass painter and meant to provide

exact guidelines for the transfer of the
composition to glass.!®

Princess Cleodelinda is undoubt-
edly an original drawing by the master
responsible for both the drawings in
the Housebook and the Amsterdam dry-
points. Its pen-and-ink lines combine del-
icacy and sureness in a manner strongly
reminiscent of the finest passages in the
Housebook’s drawings. The pose and
costume of the princess and the arrange-
ment of her drapery are borrowed from
the much-copied engraving by Martin
Schongauer (fig. 1).1* So too is the back-
ground landscape, with the outcropping
of rock to the left of the princess and path
winding into the distance. The round
face and serene expression of the princess
on the other hand recall the women in the
Housebook. For instance, Cleodelinda
and the woman giving a coin to a beggar
in Sol (fig. 3) are alike in the emphasis
placed on the pupils of the eyes and on
the lower contour of the nose. The land-
scape background in Cleodelinda is com-
parable to landscapes in the Housebook;
the jagged edges and soft, grassy cover-
ing of cliffs as depicted in the drawing in
Dresden resemble those in the drawing
in the Housebook of a Castle Surrounded
by Water (fig. 4).

The Master of the Housebook
beautifully evokes the isolation of the
princess atop a cliff and her tranquil
acceptance of her plight (much like the
lamb beside her). He adeptly adapts
Schongauer’s figure and landscape to the
lobe of the quatrefoil. The hem of the
princess’s garment overlaps the frame of
the lobe, bringing her into the viewer’s
space. At the same time, the contours
and hatching strokes of the landscape
fan out to lead the eye into depth. The
Master of the Housebook was clearly
interested in the quatrefoil format for
stained glass, which may have originated
in Burgundy.'? He depicted quatrefoils in
the windows of the Bathhouse in the
Housebook (fig. 37).
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102, 103; Rorimer 1938: 97; Wentzel 1954: 72;
Knappe 1961a: 61; Wentzel 1966: 360, note §
on 370; Becksmann 1968: 359, note 35 on 364;
Hayward et al. 1971-72: 142; Witzleben 1977:
49-50, pl. 172 on 139; Corpus Vitrearum
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figr. 22; New York and Nuremberg 1986: no. 66b;
Scholz 1991: 34-356, fig. 45 on 41, 250, 3005
Hess 1994: §5-56, note 174 on 125-26;
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This quatrefoil represents young lov-
erson horseback (left) and eating a lovers’
feast (right) that the young woman has
prepared {above). In contrast to the
shared happiness of the couple, a lone
fool with a loaf of bread crouches by
a fountain {below). Hermann Schmitz
identified Quatrefoil with Genre Scenes
as one of a group of four, three of
which were in the Kunstgewerbemuseum
in Berlin until they were destroyed in
World War 11." These three are A Youth
on Horseback, a Castle in a Rocky Land-
scape, a Fool and a Young Woman
Strolling, and a Couple at a Foun-
tain; Young Men and Women Playing
Checkers, Roulette, Trictrac, and Cards
{fig. 12); and Quatrefoil with Knights
Jousting, Three Heralds, and Two Fools
{fig. 9). The design for the first of these
three quatrefoils—Design for a Quatre-
foil with a Castle, Two Lovers, a Jester

Courting a Woman, and a Man on Horse-
back with a Lady Seated Behind Him,
c. 1475 (fig. 5)—has been called a copy
after the Master of the Housebook (or
after the Master of the Genre and Tour-
nament Pages). It is arguably by the
master’s own hand, perhaps a Reinzeich-
nung, or cleaned-up copy made to give
clear guidance to the glass painter.? The
four panels formerly in Berlin and in
New York depict subjects that evoke
chivalric literature and the chivalric ideal
of love. The three formerly in Berlin bore
the coats of arms of the Waldstromer
family of Nuremberg. Schmitz believed
that, like the quatrefoil in the Cloisters,
they originally would have displayed the
imperial arms. As Jane Hayward ob-
served, this suggests that they were made
either for a royal residence or an official
building.?

Schmitz identified Quatrefoil with
Genre Scenes and its three counterparts,
formerly in Berlin, as a series because
all four works were executed in the same
pictorial manner. As Hayward noted,
the glass painter used layers of matt to
build up areas of shadow, a stippling
brush to achieve texture {stabbing the
matt with the brush to lighten it), and
a stylus to create highlights. On the
verso he employed yellow stain and a
reddish brown paint called sanguine

PRECURSORS
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. Schmitz 1913, I: 103, I: nOS. 191-93.
. Pen and ink, 24.3 X 21.7 cm. Provenance: Professor Grahl,

Dresden, c. 1885; F. Becker collection, 19125 H. Oppen-
heimer, 1922; Hartmann Collection, Basel {last known
location). Bibliography: Becksmann 1968: 359, fig. 5 on
362, note 30 on 364 (with a summary of the earlier litera-
ture); Amsterdam 1985: no. 139a; Hess 1994: 54—56,

fig. 49; Ulm 1995: 45, fig. 3 on 46; Husband 1998: 179—
80, fig. 2 and New York 1999a: 72-73, fig. 29 on 74,
note 43 on 8o. Those who considered the Housebook to be
the work of more than one hand considered the drawing
to be by or after the Master of the Genre and Tournament
Pages of the Housebook or a close follower. See especially
Riidiger Becksmann, J. P. Filedt Kok (Amsterdam 1985},
and Daniel Hess. While it is not possible to judge from a
reproduction whether or not the drawing is a copy, it must
be borne in mind that it was not uncommon for artists to
copy (or even trace) their own drawings. Diirer is a notable
example of an artist who traced his own work. See cat.
nos. 66-67, note 4.

. Jane Hayward in New York and Nuremberg 1986: 207.

. Scholz 1991: 34-36. See also Knappe 1961a: 60-62.

. Husband 1998: 181 and note 19 on 184.

. Schmitz 1913, II: no. 258, formerly Berlin, Kunstgewerbe-

museum, destroyed during World War 11,

. Scholz 1991: 34-36.
. For the last two, see Schmitz 1913, I1: nos. 265-66. The

color illustration of the last of the three quatrefoils in
Freiburg 1998: 458 is reversed. This quatrefoil was attrib-
uted to Hans von Kulmbach (Winkler 1941: fig. 6)
because the figures in the right lobe resemble a drawing
that is incorrectly assigned to him, A Knight Jousting and
a Horseman (fig. 62, London, British Museum; Winkler
1941: fig. 3; Winkler 1942: no. 95). Istill accepted the
attribution to Kulmbach in my 1985 dissertation (Butts
1985: 100-101, 103~ 4). Stadler (1936: 79-80) rightly
noted that the corporeal figures and the handling of light
and shadow are uncharacteristic of Kulmbach. The vigor-
ous pen-and-ink lines contrast with Kulmbach’s more del-
icate strokes. Timothy B. Husband (1998: fig. 4 on 182)
recently described the drawing in London simply as being
from the workshop of Direr, c. 1505.

. Baltimore, The Walters Art Gallery; New York and

Nuremberg 1986: no. 264. The quatrefoil is sometimes
incorrectly attributed to Hans von Kulmbach because a
drawing by him, Young Couple on Horseback, Bearded
Man with a Turban on Horseback, Piper, and Drummer
{Winkler 1942: no. 94), is related to its lower lobe. But the
drawing is later than the quatrefoil. It can be placed in
Kulmbach’s oeuvre c. 1515 based on the combination of
graphic discipline and easy movement of the pen and on
the attenuated figures placed solidly on the ground.
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FIGURE §. By or after the Master of the
Housebook. Design for a Quatrefoil with

a Castle, Two Lovers, a Jester Courting a
Woman, and a Man on Horseback with a
Lady Seated Behind Him, c.1475. Pen and
ink, 24 X 22 cm. Formerly Basel, Hartmann
collection, present location unknown.

Photo: Hess 1994: fig. 49.

(Eisenrot), first used in southwestern
Germany at the end of the fifteenth cen-
tury. Sanguine and yellow stain helped
the glass painter to achieve vividness
new to stained glass without the use of
colored glass. The minute style of paint-
ing and of etching details into the matt
led Schmitz to believe that the glass
painter was proficient as an engraver
or miniature painter. Hartmut Scholz
believed that the four quatrefoils could
have been made in Nuremberg c. 1490,
since until c. 1505 this pictorial style of
glass painting, with its tonal modeling in
black matt and grainy textures, existed
side by side with and a more graphic
style in the Nuremberg workshop of Veit
Hirsvogel the Elder.* However, Timothy
Husband has pointed out that the Clois-
ters’ Quatrefoil with Genre Scenes and its
counterparts, formerly in Berlin, could
have been made in the region where the
Master of the Housebook was active, the
Middle Rhine, as early as 1475.°

This cycle of four quatrefoils after
designs by the Master of the Housebook
was apparently popular. A lost quatre-
foil with the Waldstromer coat of arms
(fig. 6)¢ and a quatrefoil in the Cloisters
(cat. no. 3) belong to a second copy of
the cycle made around 1480-90, argu-
ably by a glass painter in the Hirsvogel

FIGURE 6. After the Master of the House-
book. Quatrefoil with the Waldstromer Coat
of Arms, a Young Man and a Young Worman
Eating a Feast, and a Fool Beside a Fountain,
c. 1480—9o0. Pot-metal, flashed, and clear
glass, yellow stain, and vitreous paint,

29.5 cm. Formerly Berlin, Kunstgewerbe-
museum; destroyed during World War 11.
Photo: Schmitz 1913, I: no. 258 on pl. 31.

FIGURE 7. After the Master of the House-
book. Quatrefoil with the Coat of Arms of
the Imperial City of Nuremberg and Love
Scenes, c. 1495—98? Pot-metal, flashed, and
clear glass, yellow stain, sanguine, and vitre-
ous paint, 31 cm (diam.). Staatliche Museen
zu Berlin-Preussischer Kulturbesitz, Kunst-
gewerbemuseum (inv. no. 1907,165).

Photo: Hans-Joachim Bartsch.

workshop.” Both copies of the cycle may
originally have displayed the imperial
arms. The Master of the Housebook’s
designs were reinterpreted around 1492 -
1500, as indicated by three quatrefoils
in Berlin with the arms of Nuremberg
and the empire: a version of Young Men
and Women Playing Checkers, Roulette,
Trictrac, and Cards, after a drawing
by Diirer (see cat. nos. 7-8); Quatrefoil
with Genre Scenes (fig. 7); and Knights
Jousting, Three Heralds, and Two Fools
(fig. 61).8 A fourth quatrefoil, bearing
the coat of arms of the Geuder family of
Nuremberg and the date 1508, reuses the
motifs of knights jousting and three
trumpeting heralds from the Master of
the Housebook (figs. 8—9).7
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Quatrefoil with Scenes of a Joust was
executed around 1480-90 after a lost
design by the Master of the Housebook.
It is less pictorial than a presumably ear-
lier version of the same subject, formerly
in Berlin (fig. 9)." The more linear style of
the version of Quatrefoil with Scenes of
a Joust in the Cloisters is comparable to
that of a quatrefoil, formerly in Berlin,
with a young man and woman on horse-
back and sharing a meal and with a fool
by a fountain (fig. 6).2 The quatrefoil in
the Cloisters bears the imperial arms,
suggesting that it was made for a royal
residence or official building.? The stylis-
tically related quatrefoil in Berlin bore the
coat of arms of the Waldstomer family of
Nuremberg but may too have originally
depicted the imperial arms, as Hermann
Schmitz suggested.* Because two glass

painters working in different styles
executed cycles of quatrefoils after the
same four designs by the Master of
the Housebook, Daniel Hess suggested
that the quatrefoils after the master’s
designs may have been mass-produced
and the patron’s coat of arms added
later.® The Master of the Housebook’s
designs were also reinterpreted around
1492-93 and in the years immediately
following by Diirer (see cat. nos. 7-8).

Jane Hayward noted that while
the technique of the Cloisters’ Quatre-
foil with Genre Scenes is painterly, the
Cloisters’ Quatrefoil with Scenes of a
Joust was made by a glass painter who
borrowed much from printmaking.6 In
particular, she noted that he used trace
paint to create hatching lines that follow
the contours of forms in the manner of
engraving. Hermann Schmitz saw a kin-
ship between the style of glass painting
and the woodcuts by Wolgemut and
his circle.” Following Schmitz, Hartmut
Scholz compared the graphic style to
that of grisaille panels in the Hirsvogel
workshop after designs by Wolgemut
and others (cat. no. 6).%

This quatrefoil depicts knights
jousting, three heralds, and two romp-
ing attendants called Griesswartel (see
cat. nos. 78-79), and recalls a depiction
of a Kronleinstechen (Deutsches Stechen,
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FIGURE 8. Nuremberg. Quatrefoil Roundel with Tournament Scenes,
1508. Pot-metal, flashed, and clear glass, yellow stain, and vitreous
paint, 29.8 cm (diam.). Baltimore, The Walters Art Gallery (inv.

no. 46.76).

Photo: The Walters Art Gallery, Baltimore.
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. Schmitz 1913, Il: no. 193, destroyed during World War

11. The Berlin version of Quatrefoil with Scenes of a
Joust is apparently part of the same cycle of four quatre-
foils as Quatrefoil with Genre Scenes in the Cloisters
(cat. no. 2). As noted above, a drawing by or after the
Master of the Housebook for one of the quatrefoils in
this group has survived (fig. 5).

. Schmitz 1913, 11: no. 258; coat of arms: Waldstromer

family of Nuremberg.

. Jane Hayward in New York and Nuremberg 1986: 207.
. 1913, 1: 103,
. Ulm 1995: 45.

New York and Nuremberg 1986: 207.

. Schmitz 1913, I T51.
. Scholz 1991: 34, note 122.
. On tournaments, see Washington, D.C., and New York

1998-99: §1-59.

. Imhoff 1900: 268.
. The Walters Art Gallery; New York and Nuremberg

1986: no. 264. Dated 1508, this quatrefoil is loosely
based on the same design by the Master of the Housebook
that was used for the Cloisters’ quatrefoil with scenes of
a joust. The quatrefoil in Baltimore is sometimes incor-
rectly described as after a design by Hans von Kulmbach.
See cat. no. 2, note 9.

. Washington, D.C., and New York 1998~99: 55. Jane

Hayward (New York and Nuremberg 1986: 207) thought
that the panel in the Cloisters might represent a “tourna-
ment masquerade” of the type in Nuremberg in the late
Middle Ages at the beginning of Lent. As Hayward noted,
this would also explain the social satire and quality of
fantasy implied by the inclusion of battling fools.
Washington, D.C., and New York 1998-99: 55. For the
panel, see Becksmann 1968; Amsterdam 1985: no. 135;
and Hess 1994: 52, 54, fig. 46 on §3.

PRECURSORS

FIGURE 9. After the Master of the Housebook. Quatrefoil with
Knights Jousting, Three Heralds, and Two Fools, c. 1475. Pot-metal,
flashed, and clear glass, yellow stain, sanguine, and vitreous paint,

29.5 cm {diam.). Formerly Berlin, Kunstgewerbemuseum, destroyed

during World War 11

Photo: Schmitz 1913, 0: no. 193 on pl. 31.

coronal joust) in the Housebook.? In this
type of joust, combatants in full armor
attempt to unseat each other by a blow
of the lance on the shield without the
lance splintering in the process. To pre-
vent injury, the lances used had blunt
ends topped by a small trident (coronael).
In the medieval period, participation in
tournaments was a privilege of the aris-
tocracy, and apparently in the late fif-
teenth to early sixteenth century, wealthy
families sometimes had their coats of
arms depicted on stained glass featur-
ing tournament scenes to demonstrate
that they enjoyed the coveted honor.
The Waldstromer family of Nuremberg,
whose arms appear on the Berlin version
of the Cloisters quatrefoil with tourna-
ment scenes (fig. 9), was entitled to joust
(turniermdssig).'® So too were the Geuder
and Rieter von Kornburg families of Nur-
emberg. Their coats of arms identify
the combatants in Quatrefoil Roundel
with Tournament Scenes in Baltimore

(fig. 8)."" In the quatrefoil in the Clois-
ters, the knight’s devices have not been
identified. Christoph, count of Waldburg
Wolfegg, noted that “it was common to
avoid any form of identification such as
the family arms, even to ride under imag-
inary charges and mottos.”'? Such is the
case, he observed, with a rectangular
stained-glass panel depicting A Patri-
cians’ Tournament (private collection,
Germany, Schloss Gross-Karben, District
of Friedberg), designed around 1470-75
by the Master of the Housebook and
perhaps intended for the building of the
patrician society Alten Limpurg on the
Romerberg in Frankfurt.!®



PeTER HEMMEL VON ANDLAU AND THE STRASBOURG

WORKSHOP-COOPERATIVE

Andlau (Alsace) c. 1420/25-¢. 1501

he biographical details of Peter
T Hemmel from Andlau (Alsace) are

remarkably scant compared to the
rich artistic legacy associated with his
name." Presumed to have been born at the
turn of the second decade of the fifteenth
century, he is first documented in 1447
as a citizen of Strasbourg, having mar-
ried the widow of a glass painter by the
name of Heintz.2 His name reappears in
documents of 1459, 1463, and 1465. He
is listed in 1466 as a house owner, and in
1475—76 he served as the guild represen-
tative to the city council. Commissions in
disparate sites—1473 in Salzburg, 1474
in Obernai, and 1475-76 in Frankfurt—
indicate that Hemmel was an established
and widely esteemed glass painter.

A document of 1480 confirms an
exceptional arrangement whereby Hem-
mel and the masters of four other inde-
pendent Strasbourg workshops (glasere
zu  Strassburg)—Lienhart Spritznagel,
Hans von Maursmunster, Theobald von
Lixheim, and Werner Storer—con-
tracted for an initial four-year period,
from 1477-81, to join an a cooperative
association, placing them in command
of numerous, large, and far-flung com-
missions. The 1480 document that makes
reference to the arrangement concerns
the investment of one hundred guil-
ders in the business by the mayor of Stras-
bourg Georg Stupfler and his wife, and,
therefore, specific details of the agree-
ment are unknown. The precise role each
of the parties filled, the manner in which
responsibilities were apportioned, the
degree of specialization, and the custodi-
anship of designs and cartoons are
among the many issues that remain frus-
tratingly unestablished. Nonetheless, the
Strasbourg workshop-cooperative mani-
festly executed an astonishing amount of
both small- and large-scale stained glass
in a distinctive, immediately recogniz-
able, and relatively homogeneous style in
and around Strasbourg, in Alsace and
Lorraine, and across southern reaches
of the Germanic world, from Frankfurt
to Wiener Neustadt and, between, in
Urach, Tibingen, Freiburg, Lautenbach,
Constance, Ulm, Augsburg, Nuremberg,
Munich, Salzburg, and Thaur, to name
the major sites.

The greater frequency with which
the name of Hemmel appears in contract
documents relative to those of the four
other members of the cooperative—1480
with Rumprecht von Graben in Freiburg;
1483, 1484, 1486, 1496, and 1498 with

René 11, duke of Lorraine, in Nancy and
Bar-le-Duc; 1485 with the Gutleutkapelle
in Obernai; and r501 with the cmperor
Maximilian in Thaur in the Tyrol—sug-
gests that Hemmel, presumably the elder
member of the cooperative, was its rep-
resentative and bore legal responsibility
for all commissions. Whether Hemmel
was simply an entrepreneur who landed
commissions and then saw that the work
was exccuted by one of the workshops,
drawing on an extensive repository of
designs, or whether the workshops and
their individual members developed with
greater artistic independence within the
structure of the cooperative, remains a
matter of debate.?

The attribution of panels to one
or another master or workshop is greatly
complicated by the absence of suffi-
cient documentation. Only a single panel
and one glazing program can be linked
unequivocally to Hemmel himself: the
standing Virgin and Child from Obernai
that can be identified with one or the
other of two documents in the local
archives, one dated 1474 and the other
1485,% and the 1473-80 glazing of
the nunnery church on the Nonnberg,
Salzburg, commissioned by Augustin
Klaner.® Only one panel is signed by
any of the five Strasbourg masters: the
1504 window in the transept of Metz
Cathedral bears the name of Theobald
von Lixheim.® Thus, the overwhelm-
ing preponderance of the Strasbourg
workshop-cooperative’s production has
been attributed primarily on the basis of
style, and the distribution of glass among
the various masters and their workshops
remains a contentious scholarly exercise.

To a considerable degree, however,
the outlines of Frankl’s 1956 mono-
graphic study still are generally accepted.
Based on the 1504 panel, a small body of
work was associated with Theobald von
Lixheim. Frankl distributed the remain-
ing production among three stylistic
groupings, each of which he attributed to
an eponymous master: to the Clemens
Master, after the panel of Saint Clemens
in Saint Mary’s Church in Ravensburg,
he further attributed The Tree of Jesse
Window in the same church, The Life of
the Virgin Window in Tibingen, and
The Tree of Jesse in the Kramer Window
in the Ulm minster; to the Master of the
Council Window in the Ulm minster, he
also gave The Expulsion and Last Judg-
ment Window in Tubingen, as well as a
number of individual panels; and finally

to the Lautenbach Master, responsible
for the extensive glazing of the parish
and pilgrimage church in Lautenbach/
Renchtal, he attributed, among other
works, the 1472 donor panel of Melchior
Gmeres in Nuremberg, the panels from
the former library of the Constance
minster (cat. no. 4), and much of the
choir glazing of the collegiate church in
Tubingen.” Subsequently, scholars have
attempted to improve upon Frankl’s
work: Becksmann, for example, detected
an additional master in the Tubingen
glazing whom he dubbed the Freiburg
Master,® and, more recently, Gatouillat
convincingly demonstrated the partici-
pation of the Lautenbach Master in the
1480-81 choir glazing of the Magdalen
Church in Strasbourg.’ In general, how-
ever, further efforts to refine Frankl’s
admittedly heuristic attributions for all
the glass of the Strasbourg workshop-
cooperative increasingly have been relin-
quished to admit a more complex reading
of artistic production within workshops
responding to diverse artistic influences,
shifting patterns of patronage, and eco-
nomic imperatives.

Perplexing is the paucity of work
securely attributable to Hemmel prior to
the formation of the cooperative in 1477.
He must have produced a large body of
work over a then-thirty-year career to
position himself as the presumed guiding
force behind the sudden succession of
extraordinary monumental glazing pro-
grams created during the four-year term
of the agreement: the axial window at
Tiibingen (1478); the Kramer Window
and Council Window at Ulm (1480-
81); and the Volckamer Window at Saint
Lawrence, Nuremberg (1481). Subse-
quent attempts have been made to link
Hemmel with earlier, important glazing
programs in Strasbourg. Wentzel, for
example, identified Peter Hemmel with
the master of the 14671 glazing of the for-
mer abbey church of Walbourg; Frankl,
on the other hand, associated Hemmel
with the 1465 nave glazing of the church
of Saint Wilhelm in Strasbourg, which,
in part, employed cartoons previously
used at Walbourg. Particularly in The
Passion windows, Frankl saw a glass
painter who had not yet fully emerged
as an independent artist yet was fully
capable of bringing individual voice to
his painting. By 1465, however, Hemmel
must have been a mature artist of about
forty years of age; he was nearing sixty
by the termination of the four-year con-
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tract in 1481. Searching for a mature
work prior to 1477, Scholz points to the
Saint Catherine Window, executed about
1475 for the church of Saint William; !¢
Becksmann, on the contrary, stresses that
one can only look to the Nonnberg glaz-
ing for the hallmarks of Hemmel’s
style.!® In either case, well taken is the
observation that the female heads with
smooth, broad planes marked with small,
pointed features and the powerful, craggy
male heads—all finely modeled with
dense, stippled matt {on stippling, see
Peter van Treeck’s essay)—that charac-
terize the Catherine Window reemerge in
the axial window at Tubingen and then
in the Ulm Council Window and other
glazings Frankl attributed to his Clemens
Master; it is likewise evident that many
elements of the Nonnberg panels, such as
the highly formulated head types and the
alternating backgrounds and tracery pat-
terns, reappear in the Council Window
and the other work associated with this
master by Frankl.!?

However instructive the stylistic
apportioning of the Strasbourg work-
shop-cooperative production may be, the
nature of the workshops of the coopera-
tive should also be borne in mind. By
the closing decades of the fifteenth cen-
tury, workshops of all types were increas-
ingly operated as highly organized and
commercially viable enterprises. Often
conservative in nature to broaden the
appeal of their products, these work-
shops developed a range of compositional
concepts, relied on extensive supplies of
models and designs, and adhered to the
distinctive style of the master. The work-
shops were large and typically involved,
in addition to the master, several assis-
tants, including journeymen and appren-

IO.
Ix.
Iz.

13.

76

. For the most recent and concise discussion of Peter

Hemmel and the Strasbourg workshop-cooperative, see
Hartmut Scholz, “Die Strassburger Werkstattgemein-
schaft: Ein historischer und kunsthistorischer Uberblick,”
in Ulm 199§: 13—22.

. For a listing of all documentary records concerning Hem-

mel and the Strasbourg workshop-cooperative, see
Scholz in Ulm 1995: 23-26.

. Wentzel (1954: 64-66) took the former view, while

Frankl (1956: 56 -96) argued for the latter.

. Ancien Musée Historique, Dépot du Grenier de I'Anci-

enne Halle aux Blés; see Ulm 1995: 122, no. 24.

. Becksmann 1995: 210-11, no. 67.
. The identity of Hans Wild, whose name appears on the

banderole of one of the prophets in the Kramerfenster,
Ulm minster, has to date defied satisfactory explanation.

. For a summary of Frankl’s attributions, see Frankl 1956:

94-96.

. Becksmann 1970.
. Gatouillat 1990: 44—50.

Ulm 1995: 19.

Becksmann 1995: 211.
Scholz in Ulm 1995: 19-20.
See Ulm 1995: 160-230.
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tices. All had to work in the master’s
signature style, which was key to the
marketing of the product. This praxis
was compounded in the case of the
Strasbourg workshop cooperative as a
considerable degree of stylistic homo-
geneity had to be maintained between
the five associated workshops. The col-
lective “look” superceded the individ-
ual “hand.” In this regard, these late
medieval masters undoubtedly would
find the modern impulse to identify in-
dividual or, in the present case, even
workshop styles curiously obsessive.

Furthermore, in the later half of the
fifteenth century, Strasbourg became a
major artistic center flourishing under a
broad range of influences. It is abun-
dantly clear that Hemmel was familiar
with compositional formulas of Nether-
landish painters, particularly of Rogier
van der Weyden (c. 1399-1464), through
the engravings of Martin Schongauer
and, perhaps, even more directly, the
influence of Dieric Bouts {act. 1444—
75). Hemmel and his associates like-
wise must have had intimate knowledge
of Niclaus Gerhaert van Leiden, for his
sculpture had considerable impact, both
stylistically and conceptually, on the
Strasbourg glass-painting workshops.
Regional panel painters were also highly
influential, and the intimate relationship
between a group of drawings collectively
attributed to the Master of the Drapery
Studies, and the Strasbourg workshop-
cooperative has been the subject of ex-
tensive investigation.!? Thus, Strasbourg
was a rich and highly charged creative
center, attracting gifted artists from many
points across northern Europe; the col-
lective influence, as much as that of any
individual master, was seminal to the
extraordinarily rich and extensive pro-
duction of the Strasbourg workshop-
cooperative.

4

Strasbourg Workshop-
Cooperative, The Lautenbach
Master

Mater Dolorosa
c. 1480

Pot-metal glass and vitreous paint
49.8 X 41.6 cm

New York, The Metropolitan Museum of Art,
The Cloisters Collection, 1998

Inv. no. 1998.215b

PROVENANCE

Former Library (subsequently the chapter house),
Constance minster; sale, Auktionen H. Helbig,
Munich, November 21, 1912, lot 55, a,b, ill;
Bodmer family, Zirich, 1912—-97; [Dr. Barbara
Giesicke, Schliengen]

BIBLIOGRAPHY: Wentzel 1951: 39; Frankl
19§6: 123, NO. 22, 126, NO. 44, figs. 228-29;
Becksmann 1979: 86-88, 115-19, 122, pl. 7 ¢
(former library), pl. 120, figs. 386—87; Husband
in New York 1999b: no. 230, 190-91; Husband
in de Montebello forthcoming.

Enshrouded by white drapery, the
haloed Virgin, with eyes downcast and
arms crossed over her breast, is placed in
a living shrine defined by two flanking
treetrunks whose branches form an ogive
arch above. The Virgin is apparently
standing on an attached platform; her
drapery overlaps the severed trunk in
front of her, the central element in the
dendriform tracery, which is set before a
broad damascene pattern on a deep blue
ground. Only the spire finials along the
bottom edge appear to be made of stone,
and even these, each pair canting inward,
would seem to be metamorphosing into
arboreal form.

Although presented as the Mater
Dolorosa, the Virgin sheds no tears, and
the calm serenity of her expression sug-
gests that grief over the death of her son
has been mitigated by a recognition of
the redemptive value of his sacrifice. This
theme is reinforced by The Man of Sor-
rows (fig. 10),! with whom the Mater
Dolorosa was originally paired, as the
display of Christ’s wounds underscores
the very means—his flesh and blood em-
bodied in the Eucharist—by which man-
kind can attain salvation.? Together these
images constitute acompelling devotional
ensemble that appears to have derived
from early Netherlandish diptychs,® but
it became widespread in panel painting,
graphic art, and sculpture.



The library of the Constance min-
ster was constructed under the direction
of Vincenz Ensinger, in charge of the
minster fabric from 1453 until 1489,
and it must have been completed prior to
about 1480, when the windows were
glazed. The original function of the finely
proportioned room is indicated by the
low, generously sized windows: those
on the west and north sides, equipped
with built-in window seats, had blank
glazings in the lancet registers, providing
ample light throughout the interior space,
while colored glass was confined to the
traceries; only the six east windows, all
but one comprising three lancets with
three registers of rectilinear panels, were
fully glazed. The glazing of the east win-
dows was removed between the late eigh-
teenth century (1777?)and 1829 and was
auctioned in 1891; today, only twenty-
three panels are known to have survived
and are now dispersed amongst muse-
ums in Basel, Berlin (now destroyed),
Cologne, Frauenfeld, New York, and
Prague.* Of the rectiliear panels, only
the present panel and its companion are

figural; the rest are canopies of architec-
tural or arboreal traceries against dama-
scened grounds.® The glazing program, as
a consequence, cannot be reconstructed,
although standing figures undoubtedly
were included; it is clear, however, that
the canopies and traceries alternated
between architectural and arboreal and
the damascened backgrounds between
red and blue, all of which must have
brought striking rhythmic continuity to
this exceptional program.

The subtle gradations in the stip-
pled modeling of the broad, rounded face
of the Virgin, the drawing of the hands,
and the treatment of the drapery—broad
planes juxtaposed with tubular folds and
deep crevasses—all find close compari-
son in the works of the Lautenbach Mas-
ter, The Annunciate Virgin from the west
window at Lautenbach being a com-
pelling, if somewhat more refined, exam-
ple. The Constance architectural and
arboreal traceries, however lush and in-
ventive, lack the balance and rich density
of their counterparts in Lautenbach. In
terms of the development of technical

FIGURE 10. Strasbourg Workshop Cooper-
ative {The Lautenbach Master). The Man of
Sorrows, c. 1480. Pot-metal glass and vitreous
paint, 49.5 X 41.6 cm. The Metropolitan
Museum of Art, The Cloisters Collection,

1998 (1998.215a).

mastery, the enrichment of ornamental
vocabulary, and the increased coherence
of compositions, the glazing of the Con-
stance minster library—as Becksmann
long ago pointed out®—falls neatly
between the 1478 choir windows of the
collegiate church in Tubingen and the
1482 glazing of the Lautenbach parish
church.

1. The Cloisters Collection, 1998 (1998.215a). Sec New
York 1999b: no. 230, 190 for color illustration. The head
of Christ is a replacement of the mid-nineteenth century
based on a composition of Hans Holbein the Younger.

2. This theme was employed again by the Strasbourg work-
shop-cooperative in the Volckamer Window, about 1481,
in Saint Lawrence, Nuremberg. Here, however, the Mater
Dolorosa is placed behind the vertical tree trunk and thus
is curiously obscured.

3. See, for example, the diptych after Memling, now in the
Musée des Beaux-Arts, Strasbourg (Friedlinder 1967-76,
v1: pl. 92, 41d}; or that by the workshop of Dicric Bouts,
now in the National Gallery, London; or the close version
of this in the Louvre, Paris (Friedlander 1967-76, 111:
pls. 92, 83, and 83a).

4. Sce Becksmann 1979: 119-22 for a summary catalogue
of these panels.

5. The “fish bladder” traceries, probably from onc of the
north windows and now in the Historisches Museum
Bascl, each have an angel playing a musical instrument.

6. Becksmann 1979: 118.
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THE MASTER OF THE COBURG ROUNDELS
(The Master of the Drapery Studies)

Active in Strasbourg, ¢. 1470-c. 1500

Iso known as the Master of the
A Drapery Studies for the prevalence

of this subject in his drawings,
the Master of the Coburg Roundels was
active in Strasbourg as a painter and
designer of stained glass. He is most
appreciated for his drawings, which
number some 120 sheets, constituting
one of the largest bodies of drawings of
a northern European artist of the pre-
Diirer era. The sheets were often copied
from other sources—including paint-
ings, engravings, and sculpture—and
show knowledge of the work of Nether-
landish artists such as Rogier van der
Weyden (c. 1399-1464), and German
masters such as Martin Schongauer and
the most important mid-century artist
in Strasbourg, the Master of the Karls-
ruhe Passion, who may have been the
teacher of the Master of the Coburg
Roundels. The connection of his draw-
ings to Strasbourg stained glass indicates
that the Master of the Coburg Roundels
was active in the glass painter’s atelier
known as the Strasbourg workshop-
cooperative {cf. Hartmut Scholz’s essay in
this volume, pp. 19-20, and cat no. 4).
He was also active as a painter, with the
principal examples including the ten
panels of a Passion cycle of 1488 in
the Church of Saint Pierre-le-Vieux,
Strasbourg.

BIBLIOGRAPHY: Christiane Andersson in
Detroit, Ottawa, and Coburg 1983: 108 (for
further literature); Michael Roth in DOA 1996,
xx: 648 - 49 (for further literature).
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The Master of the Coburg
Roundels

Studies of Christ’s

Loincloth
c. 1480-81

Pen and brown and black ink, brown and gray
wash on cream laid paper

WATERMARK
Gothic P with a flower {close to Piccard 1961,
1V: 4, pt. 3, $eC. 9, NO. T142)

28 X 20.6 cm
Los Angeles, J. Paul Getty Muscum
Inv. no. 93.Ga.710

PROVENANCE

Thomas Lawrence, London (Lugt 1921: 2445);
Ludwig Maximilian, Freiherr von Bicgeleben,
Vienna (Lugt 1921: 385), (sale, C. ]. Wawra,
Vienna, February 15, 1886, lot 2649); Eugéne
Rodrigues, Paris (sale, Frederik Muller,
Amsterdam, July 12, 1921, lot 92); Hendrikus
Egbertus ten Cate, Almclo, the Netherlands
(Lugt 1956: 533b); Anton Schmid, Munich
and Vienna; art market, Germany; art market,
Boston.

BIBLIOGRAPHY: Thorlacius-Ussing 1926: 248;
Buchner 1927: no. § on 293-94, fig. §8 on 296;
Winkler 1930: 110, under no. 29, 150, 1525
Naumann 1935: 19; Hannema 1955: no. 290 on
160; Detroit, Ottawa, and Coburg 1983: 110,
under no. 29, figs. 27-28 on 392-93; Roth
1988: no. 44 on 122-24; Roth 1992: no. 22 on
158, 159; Ulm 1995: 180, figs. 52.1, 52.2, under
no. s2; Hendrix 1996: 43-50.

The drawings of the multifaceted Mas-
ter of the Coburg Roundels yield a rich
fund of information about the design
of stained glass in late-fifteenth-century
Strasbourg. He was in demand as a
designer of small-scale stained glass, as
cvidenced by the circular drawings in
Coburg from which he derives his name,
which are both glass designs. As indi-
cated by one of them, The Virgin and
Child with Angels in a Rose Arbor (inv.
no. z 232), which contains color nota-
tions by the glass painter, the master rep-
resents an early case of the clear division
of labor between designer and glass
painter that would thoroughly pertain
during the sixteenth-century.' The master
also designed large-scale glass, especially,
it seems, for the so-called Strasbourg
workshop-cooperative, as indicated in
particular by several of his drawings that
are preparatory to the Volckamer Win-
dow in the Church of Saint Lawrence,
Nuremberg.2 One of the fluttering drap-
cries in a study of loincloths in Stras-
bourg, Cabinet des Estampes et des
Dessins (inv. no. XL1X.85), seems to be
preparatory to that worn by Saint Sebas-
tian in the Volckamer Window.? The
Getty drawing-—a tapestry of nine inter-
locking loincloths (with two more on
the verso), each folded differently and
oriented in a different direction—is ex-
traordinarily close to the Strasbourg
sheet and certainly served the same func-
tion as a model-book page of drapery
motifs that could be used in glass designs
and probably paintings. While in earlier
scholarship the drawings of the master
were viewed as primarily copies of works
of art by others, more recent research,
principally that of Christiane Andersson
and Michael Roth, has understood them
more within the mentality of the late
Middle Ages as opposed to the Re-
naissance, and, within this context, as
incorporating greater invention than pre-
viously appreciated. The loincloths on
the Getty sheet, for example, do not copy
other works of art, but rather paraphrase
the Schongaueresque motif of Christ’s
fluttering loincloth.* Indeed, in following
the involuted folds over the page, one
appreciates the master’s intricate visual
sensibility, as he plays one subtle varia-
tion against another. This late medieval
type of “invention” provided the artist
with an abundant fund of motifs. Exem-
plifying the type of use to which the
Getty sheet could have been put is the
circular stained-glass design at Coburg,
The Crucifixion with the Virgin and
Saint Jobn (inv. no. z 255), in which
the fluttering loincloth of Christ repeats
some of the same features of the third
drapery on the lower left in the Getty
drawing.’

HIrSVOGEL
(Hirschvogel, Hirsfogel)

he Hirsvogel were Nuremberg’s

leading stained-glass painters from

around 1485 until well into the
sixteenth century.! Veit Hirsvogel the
Elder (1461-1525) was the son of a glass
painter named Heinz (died before 1485).
Veit established the family workshop in
1485 after his father’s death. In 1495 he
was appointed the city’s official glass
painter, achieving a virtual monopoly
on the production of stained glass in
the city until his death thirty years
later. Veit’s brother, Hans Hirsvogel the
Elder (d. before 1528), is presumed to
have been among the glass painters who
worked in the shop. Veit was eventually
assisted as well by his three sons: Veit
Hirsvogel the Younger (1487-1553),
Hans Hirsvogel the Younger (d. 1516),
and Augustin Hirsvogel (1503-1553).
In 1526, a year after Veit Hirsvogel the
Elder’s death, Veit Hirsvogel the Younger
was appointed as the city’s official glass
painter. Veit Hirsvogel the Younger’s son
Sebald (1517-1589) later succeeded him
and held the post for thirty-three years.

It is possible that Heinz Hirsvogel
was one of the many glass painters
who worked with Michael Wolgemut to
produce monumental windows for the
eastern choir of Saint Lawrence (glazing
essentially done from 1476 to 1481; see
Hartmut Scholz’s essay, p. 27). If so, he
may have been assisted by Veit Hirsvogel
the Elder. The latter is presumed to
have spent his journeyman’s years in
the Strasbourg workshop of the glass
painter Peter Hemmel von Andlau in
the early 1480s. The dominant style in
the Hirsvogel workshop until around
1505 was derived from Hemmel. This
pictorial style, characterized by hard
contours and tonal modeling in black
matt, into which hatching and highlights
are scratched, gave way around 1505 to
a more linear style introduced around
1497 and emulating drawings by Michael
Wolgemut and Albrecht Durer. The two
styles are seen side by side in the win-
dow of the Bishops of Bamberg, 1502,
in the eastern choir of Saint Sebald (cat.
no. 18).

1. Cf. Christiane Andersson in Detroit, Ottawa, and Coburg

1983: nos. 28, 43.
2. Cf. the essay by Hartmut Scholz in this catalogue,
pp- 19-20, figs. 2—3.

3. As discussed by Michacel Roth in Ulm r995: 180, under

no. sz.
4. Cf. Ulm 1995: 180, under no. 52,

5. For the Coburg drawing, cf. Detroit, Ottawa, and Coburg,

1983: no. 29.

PRECURSORS

79



The so-called Bamberg Window
is the first virtually intact monumental
window from the Hirsvogel workshop. It
is only one of two monumental stained-
glass projects that can be connected to
the Hirsvogel workshop by documents,
the second being the windows of the Saint
Roch Chapel of 1520, commissioned by
the Imhoff family of Nuremberg. Writing
in 1547, the Nuremberg calligrapher
Johann Neudérfer noted the Hirsvogel’s
role in the execution of the Bamberg Win-
dow (cat. no. 18), Emperor’s Window,
1514 (cat. no. 49), Margrave’s Window,
1515 (cat. no. 50), and Pfinzing Win-
dow, 1515 (cat. no. 27), in the eastern
choir of Saint Sebald. In addition to
monumental stained-glass windows, Veit
Hirsvogel the Elder and his workshop
produced the small glass panes so popu-
lar in the decoration of civic buildings,
cloisters, and private homes in the fif-
teenth and sixteenth centuries.

Unlike Hemmel, who apparently
worked consistently from his own de-
signs, the Hirsvogel often worked from
drawings provided by artists outside
the workshop. (They also worked from
their own designs, made by recycling
cartoons and borrowing from contem-
porary prints.) For the first decade of
its existence, c. 1485-95, the Hirsvogel
workshop relied heavily on the wood-
cuts and stained-glass designs of Wolge-
mut and his workshop. Then, beginning
around 1496, Diirer’s designs came to
the fore. Direr’s monumental figures,
achieved by modeling in swelling and
tapering lines, are ubiquitous in the
stained glass of Nuremberg in the last
years of the fifteenth century and the first
decades of the sixteenth century. Also
under Diirer’s influence, the compart-
mentalized and decorative approach that
typified late Gothic windows was re-
placed by 1515 by a more monumental
conception, in which stately figures and
illusionistic settings unified all the panels
of a window. During Diirer’s sccond trip
to Italy in 1505—7, Hans Baldung as-

. On the biography of the Hirsvogel, see Frenzel 1960;

Frenzel 1961; Knappe 1973; Peters 1980; Rainer Kahsnitz

in Imhoff 1984: 107-8; Jane S. Peters in DOA 1996, x1v:
572-74; and especially Scholz 1991.

. Scholz 1991: 319-21.

. Design for Three Circular Stained-Glass Panels with
Kneeling Donors: Erhard Kaser and His Two Wives,
Kunigunda and Katherina (Dresden, Kupferstich-Kabinett,

Scholz 1991: 320-21, fig. 421 on 320).

~N v b

8o

. See Knappe 1973: 82; Scholz 1991: note 727 on 325.
. Peters 1980: 79-83, figs. 1, 4.

. Peters 1980: 8688, figs. 18-20.

. Peters 1980: 81, note 14 on g9o.
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sumed the leading role as designer of
stained glass for the Hirsvogel workshop.
He designed the Loffelholz Window in
Saint Lawrence (1506) and many of the
panels for of the cloister of the Carmelite
convent, around 1505 (cat. no. 29).

In 1505, Veit Hirsvogel the
Younger was eighteen years old and
Hans Hirsvogel the Younger about sev-
enteen {(Augustin was just two). Hartmut
Scholz proposed that one of them, prefer-
ably Hans, might have been the member
of the Hirsvogel workshop to collaborate
with Baldung in translating his draw-
ings into glass, capturing their precise
lines that evoke engraving.2 This may be
true. But Veit Hirsvogel the Younger and
Hans did not emerge as artistic personal-
ities until around 1513-20, when they
signed some of their works. In 1513, Veit
Hirsvogel the Younger monogrammed
and dated a cartoon he made after one of
Hans von Kulmbach’s designs for a cycle
of small panels depicting the Four Fathers
of the Church (cat. nos. 47— 48). He also
monogrammed and dated a group of
three rectangular panels depicting angels
holding coats of arms in the parish house
of Saint Sebald in 1517 (cat. nos. §1-53)
and the windows of Saint Roch in 1520.
Hans Hirsvogel the Younger’s monogram
and the date 1514 appear on four rect-
angular panels with angels holding coats
of arms, also in the parish house of Saint
Sebald. The graphic style of this short-
lived glass painter is known through a
design for three circular stained-glass
panels. It is monogrammed HHF and de-
picts kneeling donors.? Augustin Hirsvo-
gel worked with his father and brothers
from ¢. 1520. He is thought to be the
glass painter responsible for translating
the designs of his contemporary, Sebald
Beham, into painted glass in three rect-
angular panels depicting angels hold-
ing coats of arms in the parish house
of Saint Sebald, c. 1521 (cat. nos. 63—
64). The panels are characteristic of
Augustin’s tonal style, which broke deci-
sively with the more linear style of his
older brother Veit.

Veit Hirsvogel the Elder died in the
year Nuremberg embraced Luther’s cause
(1525). The coming of the Reformation
discouraged commissions for monumen-
tal church windows, since the Reformers
cast doubt upon the efficacy of such
donations for assuring the salvation of
the donor. Commissions for cabinet pan-
els replaced those for monumental glass
windows as the mainstay of the Hirsvogel

workshop. But the business was appat-
ently suffering in 1528, when Veit and
Augustin were forced to sell the fam-
ily home for 580 Rhenish guilders.*
Augustin apparently set up his own busi-
ness making glassware in the Venetian
manner. He also continued to make cab-
inet panels, working extensively from his
own designs by ¢. 1530-36. Itis then that
he drew fifty-three hunting scenes for an
extensive series of stained-glass roundels
(Budapest, Szépmiivészeti Mizeum), two
of which survive (Munich, Bayerisches
Nationalmuseum).® Augustin has also
been credited with the two rectangular
panels David and Bathsheba and Samson
and Delilah from the series The Power of
Women and a circular variant of Samson
and Delilah (Nuremberg, Germanisches
Nationalmuseum). The prominence of
landscape and its calligraphic treatment
call to mind Augustin’s later landscape
etchings. Augustin apparently continued
his activity as a glass painter after leaving
Nuremberg in 1536. In 1548, he was
paid for a coat of arms of Vienna painted
on glass.” Augustin had settled perma-
nently in Vienna by 1544, working for
Archduke Ferdinand 1 (1503-1564) as a
cartographer. His ceuvre includes a text-
book on geometry and more than three
hundred etchings. The Viennese gold-
smith Veit Hirsvogel (1543~1574) is
thought to be Augustin Hirsvogel’s son.



MicHAEL WOLGEMUT
Nuremberg 1434/37-Nuremberg 1519

ichael Wolgemut painted altar-

pieces, memorial pictures, and

portraits and designed wood-
cuts and stained glass. He is best remem-
bered today as the teacher of Albrecht
Diirer, and in his wide-ranging artistic
activity he may have served as a model
for his famous student. Wolgemut was
probably trained in the workshop of his
father, the painter Valentin Wolgemut
(act. 1433-36, d. 1469-70). He also
worked in the atelier of the painter
Gabriel Mailesskircher (d. 1495) in
Munich. In 1472, Wolgemut married
the widow of the Nuremberg painter
and glass painter Hans Pleydenwurff
(c. 1420-1472), who had died earlier
that year. By the end of the fiftcenth cen-
tury Wolgemut was Nuremberg’s leading
producer of altarpieces with painted
wings and carved shrines. (The altar-
pieces he completed in 1479 for Saint
Mary’s in Zwickau and in 1508 for the
parish church in Schwabach are still in
situ.) Wolgemut’s paintings werc strongly
influenced by Netherlandish art. Still he
showed a preference for line over color
that was typical of Nuremberg. The en-
gravings of Martin Schongauer also had
a strong impact on Wolgemut.

As much an entreprencur as an
artist, Wolgemut commissioned painters,
sculptors, glaziers, carpenters, and smiths
to work in his thriving atelier. As a result,
his own artistic contributions are often
difficult to distinguish from those of his
many collaborators and assistants. This
is true in the case of the altarpiece in
Schwabach. Wolgemut was required to
gild the figures in the shrine and the reliefs
inside the inner pair of wings. But he
only painted the pictures on the wings
of the predella. Wolgemut’s workshop
also did a thriving business produc-
ing woodcut illustrations. In this he
worked closely with Direr’s godfather,
the printer and publisher Anton Koberger
(c. 1445-1513). Wolgemut and his work-
shop, which included his stepson Wil-
helm Pleydenwurff (d. 1494), produced
ninety-one full-page illustrations for the
Franciscan preacher Stephan Fridolin’s
(d. 1498) Schatzbehalter oder schrein der
waren reichtuemer des hails unnd ewyger
seligkeit (Treasure box or shrine of the
true riches of salvation and eternal bless-
edness; Nuremberg, 1491)." Wolgemut
and Pleydenwurff were also the principal
designers of woodcuts for the lavishly il-
lustrated Weltchronik (Chronicle of the

world; Nuremberg, 1493)? by Hartmann
Schedel (1440-1514).

Wolgemut’s workshop designed
and executed the central windows of the
eastern choir of the Church of Saint
Lawrence in Nuremberg, a task that
would have required the services of many
transient glass painters. The most presti-
gious of these commissions was for the
Emperor’s Window.? It was commis-
sioned around 1477 either by Emperor
Frederick 1 (r. 1440-93, emperor from
1452) or by the City Council, hoping to
be reimbursed by the emperor. Frederick
and his consort Eleonore of Portugal
(1437-1467) are depicted prominently
in the window. Wolgemut’s workshop
also produced the adjacent windows on
either side of the Emperor’s Window.
One was commissioned in 1476 by the
priest Dr. Petrus Knorr (d. 1478) and the
other paid for by a posthumous dona-
tion by the priest Dr. Konrad Konhofer
(d. 1452).* Wolgemut’s windows in the
eastern choir of Saint Lawrence influ-
enced the Hirsvogel workshop into the
1490s." It is even possible that Heinz
Hirsvogel (d. before 1485), Veit the
Elder’s father, worked with Wolgemut
on the windows in Saint Lawrence and
that Veit assisted his father. Wolgemut’s
workshop has also been credited with
the choir window for Dr. Lorenz Tucher
(1447-1503) in the Church of Saint
Michael in Fiirth, one panel of which
depicts Tucher, who was provost of the
Church of Saint Lawrence in Nuremberg
(dated 1485; Nuremberg, Germanisches
Nationalmuseum).® While no designs for
the windows by Wolgemut’s hand or
from his workshop survive, the figures
and compositions are paralleled in his
paintings and woodcut illustrations. In
the monumental windows produced in
Wolgemut’s workshop, colored glass and
yellow stain play a peripheral role, while
clear glass dominates. A graphic quality
is derived from the use of brown wash
beneath contours and tiny lines and
hatching strokes in black vitreous paint.

When Veit Hirsvogel the Elder es-
tablished a workshop in Nuremberg
around 1485, working in a style strongly
influenced by the stained glass of the
Strasbourg master Peter Hemmel von
Andlau, Wolgemut’s role in the medium
diminished. Still; he and his workshop
apparently continued to furnish the
Hirsvogel workshop with designs for
monumental windows and small-scale

panels. The latter could be executed in
grisaille in a graphic style reminiscent
of Wolgemut’s woodcuts, as is the case
with The Crucifixion, c. 1490 (cat. no. 6).
Or they could be carried out using
colored glass in a pictorial style derived
from Hemmel. This is the case with a
panel depicting Saint Sebald and beat-
ing the coats of arms of the Pirckheimer,
Loffelholz, and Vorchtel families of
Nuremberg (Nuremberg, parish house
of Saint Sebald, formerly in the north
sacristy of Saint Sebald’s church).”
The panel, which dates from around
1500, was presumably commissioned by
Dr. Johannes Pirckheimer (act. 1456-
c. 1500) and his wife, Barbara Loffelholz.
Hartmut Scholz observed that it was
probably produced in the Hirsvogel
workshop based on a drawing in Erlan-
gen {Graphische Sammlung der Univer-
sitdt) thought to be from the Wolgemut
workshop.® Wolgemut’s figures and com-
positions  still influenced the glass
painters in the Hirsvogel workshop in
the second decade of the sixtecnth
century.”

. New York and Nuremberg 1986: no. 86.

. New York and Nuremberg 1986: no. 87.

. New York and Nuremberg 1986: no. 44.

. See Ursula Frenzel (1970), who successfully argued that
Wolgemut’s workshop also executed other windows,
which exist today in fragmentary form.

5. Sec Frenzel 1970. Ursula Frenzel (1970: 43) argued that
Wolgemut was the leading figure in the production of
glass in the choir of Saint Lawrence, even in those win-
dows, like the Rieter and Haller Windows, which were
designed by other painters and/or glass painters.

6. New York and Nuremberg 1986: no. 43.

. Scholz 1991: 30-32, fig. 32.

. See Hartmut Scholz (1991: 30-32, figs. 32-33). Scholz.
noted that the drawing could have been exccuted carlier
than c. 1500 and that the panel could be a later, second
use of it. He also pointed out that the drawing could have
been executed by a member of the Hirsvogel workshop
trained in Franconia. Scholz (199 1: note 101 on 27-28)
noted that Wolgemut’s workshop will remain a loose con-
cept until there is further study of painting in Franconia,
and specifically Nuremberg, in the late Gothic period. For
an overview of late Gothic Franconian painting, sce Peter
Strieder (1993b).

9. For an overview of Wolgemut’s influence on the Hirsvogel

workshop, sec Hartmut Scholz (1991: 23-42, 218-19

and figs. 311-14 on 220-21). On Wolgemut, see Strieder

1993b: 65-85, 199~217; Peter Strieder in DOA 1996,

XXXIL: 299-302.
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After Michael Wolgemut?

The Crucifixion
C. 1490

Clear glass of a grayish green tone, ycllow stain,
and black vitreous paint

CONDITION

Monolithic glass cracked and mended with lead
in seven places, replacement glass lower left,
upper left, upper right; modern border leading;
panel attached to supporting glass pane on the

reverse, glue yellowed, painting strongly reduced
(washed off)

22.6 X 17.9 ¢m, including lead border
Nuremberg, Germanisches Nationalmuseum
Inv.no. MM 111

BIBLIOGRAPHY: Essenwein 1898: 17; Scholz
1991: 33-34, fig. 36 on 36.

Wolgemut and his workshop produced
monumental stained-glass windows until
about 1485 and later provided designs
for large windows and small panels pro-
duced in the Hirsvogel workshop. The
Crucifixion was painted on a single
piece of clear glass using gray matt and
black trace lines. Contours and hatching
strokes are applied with a brush, and
hatching and light contours are “picked
out” of the black vitreous paint. The
only color is yellow, achieved by apply-
ing yellow stain to the verso of the glass
for halos and other details. This small
grisaille panel is typical of a graphic style
of glass painting that emerged in Nur-
emberg in the late fifteenth century and
that paralleled similar developments in
woodcuts produced in the workshop of
Michael Wolgemut. This graphic style
was practiced in the Nuremberg work-
shop of Veit Hirsvogel the Elder along-
side a more pictorial style derived from

82

. See the discussion of Saint Sebald in the biography of Wol-

gemut (above).

. Compare, for instance, a woodcut of 1484 attributed to

Wolgemut (New York and Nuremberg 1986: no. 85) and
The Crucifixion from Wolgemut’s altarpiece of 1479 in
Zwickau (Strieder 1993b: fig. 73 on 68-69, no. 49).
Hartmut Scholz pointed to stylistic similarities in The
Crucifixion and a Passion series comprising nine panels in
the Schlossmuseum in Gotha {Scholz 1991: 34, figs. 38,
40, 42 on 38-39). That series was painted ¢. 1490~1500
and was of Nuremberg origin. Six of its compositions are
derived from engravings made ¢. 1480 by Israhel van
Meckenem (c. 1445 ~1503). Scholz connected The
Crucifixion to the panels in Gotha because of similarities
in the figures and “handwriting,” as well as in the form of
cross and treatment of the inscription. The Crucifixion,
however, does not seem to have been part of the Passion
series in Gotha since its proportions are slightly taller
than those of the panels in Gotha. The figures in The
Crucifixion are also taller and thinner than their counter-
parts in Gotha.

PRECURSORS

Peter Hemmel von Andlau. No design
for The Crucifixion has survived. In fact,
there is only one known case in which a
design from the circle of Wolgemut and
the panel executed after it survived.! But
the doll-like figures, symmetrical compo-
sition, landscape setting, and emphasis
on textures like the wood of the cross in
The Crucifixion recall paintings, draw-
ings, and woodcuts of the subject made
by Wolgemut and his circle in the last
quarter of the fifteenth century.?






ALBRECHT DURER
Nuremberg 1471-Nuremberg 1528

he leading figure of German Re-

naissance art, Durer is best remem-

bered for introducing the forms
and ideas of the Iralian Renaissance into
Northern Europe. Diirer painted altar-
pieces and portraits, but it was primarily
through his engravings and woodcuts
that his influence became widespread in
Europe. His lifelong interest in art theory
was supported by his friendship with the
humanist scholar Willibald Pirckheimer
(1470~-1530) and led to treatises on ge-
ometry, proportions, and fortifications.
Diirer also took an active interest in the
religious debates of his day, becoming
a follower of Martin Luther, as proven
by an emotional entry in the diary of his
trip to the Netherlands (1520-21).1 A
prolific draftsman, Direr designed sculp-
ture, metalwork, and stained glass. His
patrons included Emperor Maximilian 1,
who paid him an annuity from 1515.
Diirer’s work for the emperor included
designs for over-life-size bronze statues
for the ruler’s tomb monument? and huge
woodcuts, most notably The Triumphal
Arch of Maximilian 1, 1515.°

Diirer initially trained as a gold-
smith with his father, Albrecht Diirer the
Elder (1427-1502), from 1485 to 1486.
From 1486 to 1489, he was appren-
ticed to the painter Michael Wolgemut
in Nuremberg’s largest workshop for
altarpieces and woodcut illustrations.

. Fry 1995: 83-88.
. See Strauss 1974, 111: no. 1515/50 and VI: no, Xw.677;

Anzelewsky and Mietke 1984: no. 153; and Koreny 1989.
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. Bartsch 1803-21: no. 138.
. Hutchison 1990: 33-35.
. Hartmut Scholz published the definitive study of Diirer

and stained glass in 1991; see Scholz’s book for a full
discussion of Diirer’s role in the design of monumental

stained glass in the last years of the fifteenth century and
first decades of the sixteenth century. Scholz convincingly
argued that Diirer designed numerous stained-glass panels
in the ten years following his return from Italy in 1495.
These included several in the Obere Pfarrkirche in Ingol-
stadt (Scholz 1991: figs. §3-55, 97-98, 102): Saint Paul,

1497; Saint Thomas Aquinas, 1497; Saint Barbara, c.

1497-1503; Saint Nicholas, 1504; Saint Wolfgang, 1504;
and Saint Jobn the Fvangelist, c. 1505; and in the church of
Saint Jakob in Nuremberg (Scholz 1991: figs. 56, 366, 89):
Saint James the Greater, c. 1497—1502; Saint Matthias,

¢. 1497-1502; and Saint Anthony Abbot, ¢. 1 s00—1505.

Scholz (1991, figs. 63-67) also argued compellingly that

Diirer influenced and may have had a role in designing

othe Holy Kinship Window, c. 1§00, in Saint Lawrence

in Nuremberg.

. Anzelewsky 1991: no. 118.
. For the attribution to Diirer, see Hartmut Scholz 1991:

117-19, figs. 158~62 on 118—20.

. Two sketches by Diirer’s hand for the Schmidtmayer Win-
dow are known (Strauss 1974, 1 1509/9, 1509/10). On

the window, see Scholz 1991: 136, 138-39, 151, 230,
279, 285, and figs. 184-91 on 140—42.

. Scholz 1991: 41, notes 133-34 on 42.

NUREMBERG

(Wolgemut also produced stained glass
in his active atelier; see the biography of
the artist and cat. no. 6.) Diirer’s travels
as a journeyman between 1490 and 1494
took him to the early centers of hu-
manism along the Upper Rhine: Colmar
{1492}, Basel (by August 1492-93), and
Strasbourg (1493-94), perhaps by way
of Frankfurt and Mainz. In Mainz,
Diirer could have made contact with
Erhard Reuwich.* The native of the
Dutch city of Utrecht is sometimes iden-
tified with the Master of the Housebook,
whose drypoints had already had an
impact on Direr as an apprentice and
whose designs for stained-glass quatre-
foils were apparently used by glass paint-
ers in Nuremberg c. 1480—90 (cat. no. 3).
Direr traveled to Colmar hoping to meet
the second great intaglio printmaker to
influence him as an apprentice, the en-
graver Martin Schongauer (c. 1450-—
1491}, but he arrived after the master’s
death. Durer probably used contacts pro-
vided by his godfather, the Nuremberg
printer Anton Koberger {c. 1445-1513),
to find work designing book illustra-
tions for publishers in Basel. He returned
to Nuremberg in 1494 and married
Agnes Frey (1475-1539), the daugh-
ter of brassworker Hans Frey (1450~
1523), on July 7. The couple had no chil-
dren. Durer traveled to Italy twice, in
1494-95 and 1505-7.

Direr seems to have designed
stained glass throughout most of his
career, perhaps even while traveling as a
journeyman (cat. no. 7). His earliest
drawings for stained glass show the im-
pact of the Master of the Housebook
and Schongauer (cat. nos. 7, g). Later
he worked closely with the workshop
of the stained-glass painter Veit Hirsvogel
the Elder and was the key figure in the
transition from the Gothic to the Renais-
sance in the design of stained glass in
Nuremberg. (Diirer’s most talented fol-
lower, Hans Baldung Grien, developed
these new ideas in the design of stained
glass first in Nuremberg and then in
Strasbourg and Freiburg.) A style of
stained-glass painting indebted to Peter
Hemmel was dominant in Nuremberg
until ¢. 1505; but by c. 1497, Diirer’s
designs for stained glass began to give
shape to a new style.® At thirty Diirer
received a commission to design the
bishop of Bamberg’s monumental win-
dow in the eastern choir of Saint Sebald
in Nuremberg (fig. 13, p. 28). Diirer was
particularly prolific as a designer of

stained glass after his return from Italy in
1507. Around 1508, he designed the
stained glass of the All Saints Chapel of
the Twelve-Brothers House (cat. no. 23),
for which he also painted his famous
Adoration of the Trinity Altarpiece,
dated 1511 (Vienna, Kunsthistorisches
Museum), based on a design dated 1508
(fig. 24).5 Also around 1508, Diirer
participated in the design of the stained-
glass panels for Nuremberg’s Carmelite
monastery. (He was clearly responsible
for designing Joachim Parting from Saint
Anne, now in the parish church in Nirn-
berg-Grossgrundlach [fig. 14, p. 30].7)
Around 1509-13, Direr made designs
for the Schmidtmayer Window in Saint
Lawrence in Nuremberg (figs. 3-4,
p. 5).% He probably helped his follower
Hans von Kulmbach move from a tra-
ditional late Gothic conception to a
spacious Renaissance interpretation in
Kulmbach’s designs and cartoons for the
Emperor Maximilian’s monumental win-
dow at the center of the eastern choir
of Saint Sebald, dated 1514 (cat. no. 49).
A cartoon by Diirer’s hand for the
window commissioned by the provost
of Saint Sebald, Melchior Pfinzing, for
the church’s eastern choir and finished
in 1515 (cat. no. 27), demonstrates
the artist’s continued involvement with
the medium. In addition to designing
monumental stained glass, Direr made
numerous drawings for small-scale silver-
stained and small-scale and medium-
sized pot-metal panels for religious and
secular settings. These include panels
commissioned by members of the patri-
cian Tetzel and Tucher families of Nu-
remberg {cat. nos. 11-17, 19-22). He
and his followers contributed to the con-
tinued popularity of the quatrefoil
in Nuremberg in the first decades of
the sixteenth century (cat. nos. 7—8, 25—
26, 30-31, §5-58, 71—-76, and 110},
continuing a tradition established in
Nuremberg by the well-loved designs
by the Master of the Housebook. Durer
also carried on the tradition of the
Wolgemut workshop in the design of
small rectangular panels and may even
have executed commissions on behalf of
Wolgemut before establishing his own
workshop after his return from Italy in
1495 {(cat. nos. 11-17).°
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Attributed to Albrecht Durer

Seated Couple Playing
Trictrac and Standing
Woman Playing Checkers

€. 1492-93

Pen and brown ink, on two picces of eream laid
paper, picced together and laid down on a third
shecet of paper

10.2 X 13.6 cm
Paris, Bibliothéque nationale de France
Inv. no. Cote B.13 rés.

BIBLIOGRAPHY: Bouchot 1908: pl. 84
(reversed); Winkler 1929: fig. 21 on 37
{reversed), 38, 44; Lugt and Vallery-Radot 1936:
no. g, pl. 125 Stadler 1936: 79; Winkler 1941:
243, 244, hg. 4; Winkler 1942: no. 96; Winkler
1959: 27, pl. 17a; Knappe 1961a: 615 Oettinger
and Knappe 1963: note 360 on 112; Butts 1985:
100-103, 105, 108-9; Butts 1986: note 13 on
s25; Butts 1990: note 28 on 77-78; Scholz 1991:
note 237 on 108, note 388 on 20z, ﬁg. 293 on
204, 250; Paris 1991-92: no. 92; Fitz 199s:
note 49 on §2.

This drawing of two women and a man
playing board games is a study for a
stained-glass quatrefoil in the Kunst-
gewerbemuseum in Berlin (cat. no. 8). In
fact, the small drawing consists of two
fragments of the design for the quatre-
foil, which have been mounted on a
third sheet of paper. The dividing line
is behind the seated man. The two parts
of the sheet correspond to the right lobe
and the right portion of the left lobe of
the quatrefoil in Berlin. Described as the
work of an anonymous German artist by
Henri Bouchot in 1908,' the sheet in
Paris was first attributed to Hans von
Kulmbach by Friedrich Winklerin 1929.2
Subsequent authors, including the pres-
ent author in 1985, accepted the attribu-
tion to Kulmbach.? Only Franz Stadler
(1936) took exception, assigning the
drawing to the school of Direr, noting
that the figures in the Paris drawing are
more corporeal than Kulmbach’s and the
pen strokes firmer than his.* In 1986, 1
identified Diirer as the artist responsible
for Seated Couple Playing Trictrac and

Standing Woman Playing Checkers.” The
drawing is closely comparable to a tiny
pen-and-ink drawing on a pear wood
block, Terence Writing His Comedies
(fig. 11), one of many designs for wood-
cut illustrations for an edition of the
comedies of Terence (Publius Terentius
Afer, ¢. 185/95 B.C.—¢. 159 B.C.), which
Direr made in 1492-93, when he was a
journcyman in Bascl.

The wood block, in Basel, and the
drawing, in Paris, arc almost cqual in
size and style and indicate that Direr
made no distinction between drawing
lines for a block cutter (Formschneider)
to follow and drawing lines for a glass
painter to transcribe. In both cascs,
Diirer avoided cross-hatching in creating
shadow. He also planned for the unar-
ticulated glass or unarticulated paper to
create highlights and thus to enhance the
three-dimensionality achieved by his fluid
contours and sure hatching strokes. Strik-
ingly similar in Seated Couple Playing
Trictrac and Standing Woman Playing
Checkers and Terence Writing His Conte-

NUREMBERG
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dies are the calligraphic formulas for sug-
gesting curling locks of hair or sprouting
tree branches. Also compelling is the
comparison of the heavy-lidded and con-
templative profiles of the poet Terence
and the woman playing checkers at the
far right of the Paris drawing. In each
case, the upper profile is formed by one
line that curves gracefully to form the
forehead, tip of the nose, and nostril.
This line joins the contour of the lower
face, which begins below the nose and
forms the full lips, the bulbous chin, and
the arc of flesh beneath the chin. The cos-
tumes and hairstyles of the stylish young
people in Seated Couple Playing Trictrac
and Standing Woman Playing Checkers,
the shapes of their faces, the modeling of
their limbs, and the fall of their draperies
all have parallels in Durer’s drawings
illustrating the comedies of Terence.
Even the way the stripes on the cloak of
the man playing trictrac follow both the
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. Bouchot 1908: pl. 84.

. Winkler 1929: 38, 44.

. Butts 1985: roo0-103, 105, 108-9.

. Stadler 1936: 79.

. Butts 1986: note 13 on 525. The sheet had already been

compared to drawings that some assign to Diirer. Stadler
compared the sheet in Paris to Diirer’s Young Woman Of-
fering a Carnation in the Kunstsammlungen der Veste
Coburg, which he, however, did not assign to Durer.
Christiane Andersson is among those who assign Young
Woman Offering a Carnation to Diirer {Detroit, Ottawa,
and Coburg 1983: no. 19). Winkler {1929: 38) compared
the drawing in Paris to a design for a triptych in the Al-
bertina, then assigned to Kulmbach, but published in
1986 as a work by Diirer (Butts 1986).

. Pen and black ink on a pear wood block, 9.3 X 14.7 X

2.4 cm, Basel, Offentliche Kunstsammlung Basel, Kup-
ferstichkabinett, inv. no. Z.425 (Basel and Berlin
1997-98: no. 10.4.1). The humanist Sebastian Brant
(1457/8~1521) planned the edition of the comedies of
Terence, and Johann Amerbach (c. r440-1513) of Basel
was to be the publisher. But the project was abandoned,
made redundant by a 1493 edition of the plays by Jo-
hann Trechsel of Lyons. Thus, most of Diirer’s drawings,
made directly on the blocks, survived.

. Strauss 1974, I: n0. 1492/119.
. On Kulmbach’s stylistic development as a draftsman, see

Butts 1985: esp. go—130.

. Schmitz 1913, IT: no. 192, pl. 31, destroyed during

World War 11.
Hutchison 1990: 33-35.
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movement of the cloth and form of his
body beneath is paralleled in one of the
Terence drawings, The Mother-in-Law
(act 3, scene 4).”

The long-accepted attribution of
Seated Couple Playing Trictrac and
Standing Woman Playing Checkers to
Hans von Kulmbach cannot be sustained.
The variety and calligraphic beauty of
lines that characterize the drawing in
Paris are absent from Kulmbach’s work,
as a comparison with Kulmbach’s draw-
ing in Strasbourg of an abbot (cat. no. 3 5)
clearly demonstrates. In Seated Couple
Playing Trictrac and Standing Woman
Playing Checkers, contours and hatching
strokes lend substance to draperies and
plastic strength, sculptural roundness,
and columnar stability to the figures.
(Note how the tree trunk and the lower
contour of the man’s cloak recede force-
fully.) These qualities connect the sheet
with Durer, as does the importance
given to the ornamental beauty of single
lines, laid down in clear configura-
tions. Compare, for instance, Diirer’s
Saint Benedict in Solitude (cat. no. 13),
in which the elegance of single lines is
as important as the combined effect of
the lines as shading. For Kulmbach, by
contrast, hatching strokes suggest the
flicker of light over forms. Faceted drap-
ery and the conflation of planes leave
his forms weightless and tied to the
picture surface. Kulmbach’s forms lack
architectonic vigor (note the columns),
his draperies lack substance, and there is
a minimal sense of recession. The sheet
in Paris is also characteristic of Diirer
rather than Kulmbach in its dependence
on Schongauer, apparent in the compact
figures with their thin, tapering hands.
Kulmbach’s earliest drawings, which date
from c. 1504, have a breadth of form in
the picture plane, which indicates that
his style, unlike Diirer’s, was not shaped

FIGURE 11. Albrecht Diirer. Terence Writ-
ing His Comedies in a Landscape, 1492-93.
Pen and black ink on pear wood block, 9.3
X 14.7 X 2.4 cm. Basel, Offentliche Kunst-
sammlungen, Basel, Kupferstichkabinett

(inv. no. z 425).

Photo: Offentliche Kunstsammlung Basel, Martin Bihler

by the late Gothic art of Schongauer and
the Master of the Housebook. Instead it
was shaped by the art of Jacopo de’
Barbari, Diirer, Baldung, and possibly
Lucas Cranach the Elder.®

The identification of a drawing for
a quatrefoil as a work by Direr’s hand
from c. 149293 allows us to push back
his activity as a designer of stained glass
by several years. It establishes Durer as
the link between quatrefoils designed by
the Master of the Housebook around
1475 (cat. nos. 2—3) and quatrefoils de-
signed by Diirer’s followers—Hans Bal-
dung, Hans von Kulmbach, and Hans
Schaufelein—in the second decade of
the sixteenth century (cat. nos. 1o,
55-58, and 71-76). In fact, Direr
derived his composition from an earlier
quatrefoil designed by the Master of the
Housebook around 1475, which depicts
young people playing checkers, trictrac,
roulette, and cards (fig. 12).° Diirer
updated the costumes. He also appar-
ently brought the highly systematic
hatching systems of Schongauer to bear
upon the Master of the Housebook’s lost
design in order to lend weight and sub-
stance to the Master of the Housebook’s
more diminutive figures. Direr’s emu-
lation around 1492-93 of a design for
stained glass by the Master of the House-
book strengthens Jane Hutchison’s argu-
ment that Diirer might have traveled to
Mainz around 1490-91 and sought out
Erhard Reuwich, the Dutch master some-
times identified with the Master of the
Housebook, before seeking out Schon-
gauer in Colmar in 1492.19
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After a design attributed to
Albrecht Diirer

Quatrefoil with Couples
Playing Games

€. 1495-98?

Pot-metal, flashed, and clear glass, yellow stain,
and vitreous paint

The Roman numerals 1-1111 are scratched into
the glass cuts on the verso

CONDITION

The left side of the lower lobe is replaced with a
fragment of seventeenth-century painted glass;
lead border nineteenth century

COAT OF ARMS
Eagle with the marshaled coat of arms, Austria-
Burgundy

DIAMETER
With double lead border: 32 ¢m

Berlin, Staatliche Museen zu Berlin-Preussischer
Kulturbesitz, Kunstgewerbemuseum

Inv. no. 07,163

PROVENANCE
Acquired 1891

BIBLIOGRAPHY: Schmitz 1913, 11: no. 267,

pl. 41; Winkler 1929: fig. 22 on 44; Winkler
19411 243, fig. 5 on 245; Knappe 19612: 615
Steinke 1985b: 1; Scholz 1991: note 121 on 34,
202, fig. 294 on 205.

This quatrefoil is based on a design by
Durer from ¢. 1492-93, which exists in
fragmentary form in Paris (cat. no. 7).
Diirer’s drawing updates an earlier qua-
trefoil made after a lost drawing by the
Master of the Housebook from around
1475, which depicts young people play-
ing board games, roulette, and cards
(fig. 12)." The panel after Durer’s design
has at the center the combined coat
of arms of Austria and Burgundy, re-
ferring to the alliance through marriage
of the German King Maximilian and
Mary, duchess of Burgundy, in 1477.
(She died in 1482, five years after their
marriage.)

This quatrefoil after Durer’s design
is apparently from the same series as
two additional quatrefoils in Berlin: a
quatrefoil with the Imperial eagle and
jousting scenes (fig. 61) and a quatrefoil
with the coat of arms of the Imperial
city of Nuremberg and love scenes
(fig. 7).> These three quatrefoils are in-
correctly discussed in the literature as
part of the same group with three more:
two quatrefoils after drawings by Hans
von Kulmbach with hunting and fishing
scenes (cat. nos. 57-58) and Quatrefoil
with Tournament Scenes, dated 1508.3
Hermann Schmitz assigned all six pan-
els to the Durer school ¢. 1500-1508.4
Friedrich Winkler believed all six pan-
elsto be fromc. 1508 and after designs by

Kulmbach, based in turn on the Master
of the Housebook.’ In fact, the six pan-
els are based on designs made by Darer,
Kulmbach, and possibly one or more
additional artists over a period of at least
twenty-five years between ¢. 1492.-93 —
the date of Diirer’s drawing for Quatre-
foil with Couples Playing Games {(cat.
no. 7—and ¢. 1518—the date of Hans
von Kulmbach’s drawings for quatrefoils
with hunting and fishing scenes (cat.
nos. 55—56).

Hartmut Scholz noted that the six
panels depart from the tradition of the
Hirsvogel workshop in Nuremberg in
their avoidance of cross-hatching.® The
attribution here of Seated Couple Playing
Trictrac and Standing Woman Playing
Checkers (cat. no. 7) to Durer, c. 1492—
93, suggests that this innovation can be
credited to Durer, perhaps as early as
his years as a journeyman. As observed
above, in the drawing in Paris, Direr
helped the glass painter avoid cross-
hatching in creating shadow as he had
guided the Formschneider to do in his
drawings for woodcuts dating from
1492~-93. The glass painter followed
Durer’s design in Paris closely but did
not manage to capture some of the
subtleties of Diurer’s drawing, most
notably the expression of serene inward-
ness on the face of the woman playing
checkers. The glass painter’s use of black
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FIGURE 12. After the Master of the House-

book. Quatrefoil with the Waldstromer Coat

of Arms and Young Men and Women Playing

Checkers, Roulette, Trictrac, and Cards, c.
1475. Pot-metal, flashed, and clear glass,
yellow stain, and vitreous paint, 29.5 cm
(diam.). Formerly Berlin, Kunstgewerbe-
museum; destroyed during World War Ir.
Photo: Kunstgewerbemuseum Berlin, Archiv.

1. Schmitz 1913, IT: no. 192, pl. 30, formerly in the collec-
tion of the Kunstgewerbemuseum in Berlin, destroyed
during World War 11. Schmitz asserted that the quatrefoil
was made in the Upper Rhineland or Swabia ¢. 1480-
go. Scholz (1991: 34-36) assigned the work to Nurem-
berg, ¢. 1490. But Timothy Husband {1998: 180-81,
note 19 on 184) argued that the quatrefoil was painted
in the Middle Rhine region, close to the origin of the
Housebook itself. He implies that this could have been as
early as 1475 or shortly thereafter. See also cat. nos. 2-3.

2. Berlin, Staatliche Museen zu Berlin-Preussischer Kultur-
besitz, inv. nos. 07,164 and 07,165; Schmitz 1913, I1:
nos. 265 and 266, pl. 40. It is unclear whether updated
versions by Direr of the Master of the Housebook’s
compositions also served as the basts for these two qua-
trefoils. A drawing in the British Museum (fig. 62) is
clearly related to the right lobe of a quatrefoil with the
imperial eagle and jousting scenes. But the authorship
and dating of the sheet are problematic. See cat. no. 2,
note 8. It is possible that the drawing in the British Mu-
seumn could have been based on the quatrefoil or on a
Jost design for it.

3. On Quatrefoil with Tournament Scenes (Baltimore, The
Walters Art Gallery, inv. no. 46.76), see New York and
Nuremberg 1986: no. 264 and cat. no. 2, note 9.

4. Schmitz 1913, I: 154-57.

5. See Winkler 1941 and cat. nos. 55-58 below.

6. Scholz 1991: 202.

7. The later addition of a dark varnish to the quatrefoils in
Berlin exaggerates the dark backgrounds. See Schmitz
1913, I: 154.

8. See the biography of Diirer and cat. no. 14, note 6.

9. Anzelewsky 1991: no. 49.
10. Anzelewsky 1991: no. 10.
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vitreous paint to create dark back-
grounds as foils for the figures looks to
earlier panels after the Master of the
Housebook’s drawings.”

Less clear than Direr’s innovation
in the avoidance of cross-hatching is the
nature of the commission that gave rise to
this quatrefoil. Direr apparently revised
a design by the Master of the Housebook
while still a journeyman around 1492-
93. But it is uncertain when Diirer’s
drawing was used to make the quatrefoil
in Berlin. Perhaps a patron in Nuremberg
engaged the young artist to design a qua-
trefoil in the manner of the Master of the
Housebook, whose glass designs may
have already been used by Nuremberg’s
glass painters. Perhaps the commission
was given after Diirer’s return from Iraly
in 1495, and he used a drawing made as
a journeyman several years earlier. As
Hartmut Scholz noted, around 1495-
96, Diirer may have carried out commis-
sions on behalf of his former teacher
Wolgemut before establishing his own
workshop.® A date in the late 1490s for
Quatrefoil with Couples Playing Games

is suggested by the male figure in the
lobe at left. It appears to be an idealized
self-portrait of Durer, with the curling
locks and beard he sported in his painted
Self-Portrait of 1498 in the Prado in
Madrid.® Diirer is still clean-shaven in
Self-Portrait with Eryngium, dated 1493,
in the Louvre in Paris.’®

When Seated Couple Playing
Trictrac and Standing Woman Playing
Checkers and the related panel in Berlin
were attributed to Kulmbach and dated
c. 1508, it seemed the Direr follower
was looking back to quatrefoils designed
by the Master of the Housebook three
decades earlier. Now it is apparent that
it was Diurer who was looking at the
Master of the Housebook and his circle,
during his journeyman years, when his
interest in that master and Schongauer
were strongest. Direr formed the link
between the quatrefoils of the Master of
the Housebook and those of his follow-
ers Baldung (cat. no. 110), Schiufelein
(cat. nos. 71-76), and Kulmbach (cat.
nos. 30-31, §5-58).
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Albrecht Diirer

Design for a Stained-
Glass Window with
Saint George Fighting

the Dragon
C. 1496

Pen and brown ink, brush and greenish brown,
blue, and red watercolor, over leadpoint
underdrawing, on cream laid paper

False Ditrer monogram in black chalk, lower
right

28.6 X 14.2¢cm

Frankfurt am Main, Graphische Sammlung im
Stadelschen Kunstinstitur

Inv. no. 6952

PROVENANCE

Acquired 1890 at the auction of the Mitchell
Collection, F.AC. Prestel Frankfurt, 7.5.1 890,
no. 32.

BIBLIOGRAPHY: Frankfurt 1907-13, 1: no. 23
Schmitz 1913, I: fig. 230 on 139, 140; Lippmann
and Winkler 1883-1929, vi: no. 686; Beets
1927-28: 19; Tictze and Tictze-Conrat 1928-
38, 1: no. A9 1; Flechsig 1928=31, 11 715 Winkler
1936-39, 1: no. 197; Panofsky 1943: no. 8103
Winkler 1957: 88, 1205 Frenzel 1961: fig. 1 on
33, 34; Qcttinger and Knappe 1963: 71, note 357
on t11; Frankfurt 19712 no. 2425 Hute 1971,

I: 226-27; London 1971: 12; Nuremberg 1970
3933 Schilling and Schwarzweller 1973: no. 85;
Strauss 1974, 1: 1499/9; Scholz 19911 433 Scholz
1995: 2728, fig. 1, note 1 on 4o.
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The historic George of Cappadocia
was a Roman soldier who was martyred
during Emperor Diocletian’s (245-313;
r. 284-305) persecution of the Chris-
tians. Saint George’s legendary defeat of a
dragon symbolized Christ’s triumph over
the devil. The princess Cleodelinda of the
kingdom of Silene (Libya), shown kneel-
ing in the background of Durer’s draw-
ing, was prepared as a sacrificial offering
to the dragon. But George, in armor and
on horseback, killed the dragon after
making the sign of the cross, thus con-
verting the king of Silene and his people
to Christianity. The popularity of Saint
George fighting the dragon as a subject
in the visual arts in the late fifteenth cen-
tury in Germany was certainly in part
related to the Order of Saint George,
founded by the Holy Roman Emperor
Frederick 11 and approved by Pope
Paul 11 in 1464, and the secular confra-
ternity of Saint George, founded in 1494
under Frederick 1r’s son and successor,
Maximilian 1.

With the exception of Seated
Couple Playing Trictrac and Standing
Woman Playing Checkers (cat. no. 7),
this drawing for a monumental church
window with Gothic tracery is the earli-
est known design by Direr for stained
glass. Hermann Schmitz assigned it the
date c. 1498-1500." As Schmitz noted,
the figure on horseback and the dragon
call to mind details of Diirer’s woodcut
The Whore of Babylon (fig. 13) from The
Apocalypse, made in 1496-98 and pub-
lished in 1498.% The toylike yet compact
figures of humans and animals reflect the

- formative influence of the prints of Mar-
tin Schongauer and the Master of the
Housebook on the young Diirer. Be-
ginning in 1494, the broad and weighty
forms of the early Italian Renaissance
masters, notably Andrca Mantegna
(1431-1506) and Antonio Pollaiuolo
(1431/2-1498), would gradually trans-
form Diirer’s style. By 1500 he had
begun a systematic study of human and
animal proportions.

Saint George Fighting the Dragon
had been the subject of a small circular
engraving by Schongauer (fig. 1) and a
quatrefoil design by the Master of the
Housebook (cat. no. 1}. Both the Master
of the Housebook and Diirer relied upon
Schongauer’s engraving. Diirer’s place-
ment of the dragon and legendary warrior

I.

2.

Schmitz 1913, 1: 140. While the dates assigned to the
drawing vary, only the Tietzes (1928 -31, I: Ag1) denied
Diirer’s authorship, placing the work in the circle of Kulm-
bach, c. 1510. Equally untenable is Walter Strauss’s as-
sertion that a workshop assistant may have completed the
drawing based on Diirer’s underdrawing (Strauss 1974, I:
1499/9).

Bartsch 1803-21: no. 73.

3. Winkler 1936~39, 1: no. 197
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FIGURE 13. Albrecht Diirer. The Whore of Babylon. Woodcut from
The Apocalypse, published 1498, 39.6 X 28.6 cm. The Saint Louis Art
Museum, Gift of Miss Berenice Ballard in memory of her father and
mother Mr. and Mrs. James R. Ballard (inv. no. 846: 1940).

Photo: The Saint Louls Art Museum.

saint at the lower left of the drawing
against the background of rocks seems to
derive from Schongauer. But Durer ex-
ploited the tall vertical format of a Gothic
church window to enhance the spacious-
ness of Schongauer’s composition. The
interlocking layers of tracery, before a
blue sky, add to the spatial effect.

Diirer planned his composition in
metalpoint, then drew the tracery in pen
and ink, and finally added the narrative
scene in pen and ink and delicate green-
ish brown, blue, and red watercolor. He
attempted to simplify the glass painter’s
task by avoiding cross-hatching. But, as
Friedrich Winkler implied, this design for
a monumental church window with the
life-size figure of Saint George in a spa-
cious landscape would have presented a
challenge to glass painters accustomed
to composing from small pieces of col-
ored and clear glass.” Winkler rightly
called this work one of Diirer’s most dar-
ing designs for stained glass.
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Albrecht Diirer

Saint Augustine
Dispensing the Rule of
His Order

C. 1496-98

Brush in black ink and gray wash, black chalk
framing lines, on three picces of laid paper,
mounted on cardboard backing and darkened
to brown

CONDITION
The wash is slightly faded

WATERMARK
Indecipherable (drawing laid down)

Signed in monogram bottom center in brush in
black ink: AD

84.6 X 36.4 cm
Rotterdam, Muscum Boijmans Van Beuningen
Inv. no. MB 1953/T 19

PROVENANCE

From the collections of 1D, Kaicman, sale, Paris,
April 27, 1859, lot 8o5; A. de Hévesy; F, Koenigs
(Lugt 1956: 1023a): inv. no. b1 183; Loan
Service for the State Distribution of Works of
Art, 1953: IV, NO. N.K. 1400

BIBLIOGRAPHY: Lippmann and Winkler 1883-
1929, VI: n0. 698; Beets 1927-28: 18-24;
Nuremberg 1928: no. 238; Tictze and Tictze-
Conrat 1928-38, 1: 373; Flechsig 1928-31, 11
433; Winkler 1936-39, 1: no. 210; Rotterdam
1938-39: n0. 45; Panofsky 1943: no. 788;
Winkler in Thieme and Becker 1907-50, xxxvir:
40; Jaarverslag Musenm Boijmans 23 (1953):
1o; Musper 1953: 22, 344; Haverkamp-
Begemann 1955: 8284, fig. 5; Winkler 1957:
119; Bauch 1958: so-s1; Knappe 1960: 186;
Knappe 1961a: 82, 90, fig. s9; Hiitt 1971, 1:
242-44; Nuremberg 1971: no. 719, fig. on 388;
Meij 1974: no. 23; Strauss 1974, VI NO. XW.
210; London 1988: 129; Butts 1990: 73, note 34
on 78; Scholz 1991: 43, 54, fig. 62 on 57, 278,
note 753 on 337; Rowlands 1993, 1: 67, under
no. 142, and 1yo, under no. 405.
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The protagonist of this large cartoon for
stained glass was identified by Eduard
Flechsig as Saint Augustine with six
choir monks.! Flechsig pointed out that
the figures are wearing Augustinian vest-
ments, as pictured in a woodcut in the
Missale Romanum, printed by the Augus-
tinians in Nuremberg in 1491.2 Friedrich
Winkler found Flechsig’s identification
of the subject convincing, particularly
because the monks in the drawing and
one in the woodcut wear similar caps.?
Augustine of Hippo (354-430) is one
of the four great Fathers of the West-
ern Church (cat. nos. 30-31, 36-43,
47-48) and a patron saint of theologians
and scholars. The Augustinian Order
was formed in the eleventh century based
on rules drawn from the saint’s writings,
and he is sometimes depicted, as he is
here, dispensing those rules to the
monks.* Although Durer’s cartoon has
not been connected with any surviving
window, it is likely that the Augustinians
in Nuremberg commissioned the draw-
ing. Direr later formed close ties with
the Augustinians in Nuremberg. By the
time he departed on his second trip to
Italy in 1505, Diirer was attending serv-
ices at the Augustinian Church of Saint
Veit, favored by his friend Pirckheimer
and other members of the City Council.’

Nicholaas Beets was the first to
publish the cartoon, arguing convinc-
ingly for its attribution to Diirer.* Beets
praised the compact composition, which
symbolized the close-knit religious group;
the plastic strength of the figures; and
Diirer’s sensitivity to the needs of the glass
painter, seen in the manner in which he
reserved within the gray washes areas
representing highlights. Beets found par-

1. Flechsig 1928-31, 11: 433.
2. The woodcut is illustrated by Friedrich Winkler (3936-

~N N bW

I0.
II.
Iz2.

92

39, I: appendix, pl. 19).

. Winkler 1936-39, 1: no. 21o.

. See Aurenhammer 1960: esp. 262.

. Hutchison 1990: 93, 123.

. Beets 1927-28: 18-24.

. Bartsch 1803-21: nos. 6, 8—13 {Large Passion) and

nos. 61—75 (Apocalypse).

. Bartsch 1803-21: no. 62.
. Winkler 193639, I: no. 2x0.

Winkler 1957: 119,
Flechsig 1928-31, 11: 433.
Panofsky 1943: no. 788.
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allels in Diirer’s work from the late 1490s,
including the woodcuts of The Large
Fassion and The Apocalypse.” In partic-
ular, Beets compared the lively play of
hands, heavy drapery, and inner tragedy
expressed on the faces. Beets also com-
pared the monogram on Saint Augustine
Dispensing the Rule of His Order to one
used by Direr on a number of early
drawings and prints, for example, The
Vision of the Seven Candlesticks from
The Apocalypse, made in 1496-98 and
published in 1498.% Like Beets, Winkler
considered the drawing and its Durer
monogram authentic.” He saw the elas-
ticity of the swelling and tapering lines
as particularly characteristic of Diirer,
while noting that the overall effect of the
drawing was weakened by the fading of
the gray washes. In 1957, Winkler
argued that the cartoon could have been
executed as early as 1496 or 1497, a con-
clusion supported by its comparison to
The Apocalypse.'®

Not everyone has accepted the
attribution of Saint Augustine Dispens-
ing the Rule of His Order to Direr.
Flechsig called the monogram spurious
and ascribed the drawing to Hans Schiu-
felein.’' Erwin Panofsky assigned the
work to the so-called Benedict Master,'?
whom Winkler and Beets correctly iden-
tified with Diirer (cat. nos. Tx—-17). But
Diirer’s keen powers of observation are
clearly apparent in the avoidance of
symmetry in the faces, notably the up-
per lips and bulbous eyelids of the fig-
ures. The three-dimensionality of the
faces and composition is adeptly carried
through in the Gothic framework of the
branches above.

II
Albrecht Diirer

Saint Benedict Gives a
Peasant the Blade of His
Scythe, Which Had Fallen

into the Water
C. 1496

Pen and brown ink, brush and green, blue, and
red watercolors, ruled border in pen and black
ink (probably added later by another hand), on
cream laid paper, mounted down

WATERMARK
Indecipherable (drawing laid down)

False Diirer monogram in pen and brown ink,
lower right; paraphs of R. de Cortte and A. Coypel
in pen and brown ink, upper right

Coat of arms of the Pfinzing family of Nuremberg
19 X 17.3 ¢m

Paris, Musée du Louvre, Départments des Arts
Graphiques

Inv. no. 18642

PROVENANCE
Royal collection {paraphs of R. de Cotte [Lugt
1921: 1963] and A. Coypel [Lugt 1921: 478])

BIBLIOGRAPHY: Schénbrunner and Meder
1896-1908, v: n.p., under no. 551; Dodgson
1903-11, I: 502; Weisbach 1906: 79; Rauch
1907 {pt. 2, Wolf Traut): note 3 on 21-22;
Rottinger 1907-9: 7—9; Dodgson 1909: 3-4,
12; Stadler 1913: 214-15, 244—45; Dodgson
1918: 46; Bock 1920: 211; Braun 1924: 115
Réttinger 1926: 65—66, pl. 31; Lippmann and
Winkler 1883 -1929, vI: no. 696; Schenk zu
Schweinsberg 1927: 34, 36; Dodgson and Parker
1928: 20; Romer 1928: 128; Flechsig 1928-31,
11: 429; Tietze and Tietze-Conrat 1928-38, 1:
372-75, ill. on 332; Beenken 1929: 246;
Holzinger 1929: 35~38, note 29 on 76; Winkler
1936-39, I: no. 199; Démonts 1937-38, I:

no. 118, pl. 45; Panofsky 1943: no. 791;
Winkler in Thieme and Becker 1907~ 50, XXXVII:
40; Musper 1953: 2.2, fig. 64 on 92; Dubler
1957: 59, 77, 114; Winkler 1957: 119; Oehler
1959: 174~75; Nuremberg 1961: 221~22;
Munich 1967-68: 21; Zink 1968: 93; Hiitt
1971, I: 229; Koschatzky and Strobl 1971: 162,
Nuremberg 1971: no. 713; Pilz 1972: 105;
Strauss 1974, V1: no. XW 199; Anzelewsky and
Mielke 1984: 28; London 1988: 70; Scholz
1991: nOte 135 ON 4344, 44—45, 50, 70; Paris
1991-92: no. 96; Rowlands 1993, I: 66, under
no. 142.
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The life of Saint Benedict of Nursia
(Umbria) (c. 480-547) is recounted in
The Dialogues of Gregory the Great
(540?-604) and in Jacobus de Voragine’s
(c. 1230-c. 1298) Golden Legend. Ac-
cording to The Dialogues of Gregory the
Great,a humble Goth expressed a wish to
adopt the religious life. Benedict received
him and one day assigned him the task of
cutting thick bramble bushes to clear
space for a garden. Using an iron bush-
hook, the Goth went about the task with
such energy that the iron slipped from the
handle and fell into a bottomless lake.
Benedict restored the blade of the un-
happy Goth’s scythe merely by dipping
the handle into the water.! This drawing
represents one of twelve narrative scenes
from the life of Benedict, which Diirer
depicted as part of a series of designs for
stained glass. Eleven drawings and three
small grisaille panels from the series are
known. (Two of the panels are after
extant drawings, while a third, formerly
in the Schlossmuseum in Gotha, is after a
lost design.)? In the order of the narrative
of Benedict’s life, the scenes represented
are Saint Romanus Handing the Habit to
Saint Benedict; Saint Benedict in the
Cave at Subiaco; The Self-Mortification
of Saint Benedict; Saint Benedict Gives a
Peasant the Blade of His Scythe, Which
Had Fallen into the Water; Placidus
Saved by Maurus with the Help of Saint
Benedict; Florentinus Attempting to Poi-
son Saint Benedict; Saint Benedict and
the Devil; King Totila Visits Saint Bene-
dict; Saint Benedict Reviving an Infant;
Saint Benedict Visiting His Sister, Saint
Scholastica; Saint Benedict in Solitude

oo~

9.

. Uhlfelder 1967: 13-14.
. The panel, Saint Romanus Handing the Habit to Saint

Benedict, was lost in 1945 (Winkler 1957: 119).

. See Strauss 1974, VI: n0. XW.198-209. See also Dubler

1957: 59. Elisabeth Dubler’s book traces the representa-
tion of Saint Benedict in the visual arts from the tenth
century.

. Nuremberg 1971: 387-88. As Ursula Frenzel noted,

Winkler dated the drawings c. 1500 based on an incor-
rect marriage date of 1499 for Friedrich Tetzel and the
false assumption that the drawings were part of the same
commission as a drawing for a round stained glass panel
with Saint Benedict, which is dated 1501 (Washington,
D.C., The National Gallery of Art, Lessing Rosenwald
Collection, inv. no. 1943.3.8363). The drawing in Wash-
ington, D.C., is probably by a gifted stained-glass painter
who closely approximated Diirer’s graphic language. See
cat. nos. 19-20, note 18.

. Scholz 1991: 41, note 134 on 42. The drawing is Saint

Benedict in the Cave at Subiaco (Vienna, Graphische
Sammlung Albertina).

. Nuremberg 1961: no. 396.
. Winkler 1936-39, I nos. 198-208.
. The two other drawings are Saint Benedict in the Cave at

Subiaco and Maurus Rescuing Placidus from Drowning
with the Assistance of Saint Benedict (London, British Mu-
seum). Winkler considered a fourth drawing with water-
color a copy (cat. no. 15); Koschatzky and Strobl (1971:
no. 22) thought the priest bringing bread to Benedict in
the drawing in Vienna might be a portrait of the donor,
since his costume is the same as that of Sixtus Tucher in
Diirer’s Design for a Stained-Glass Trefoil with Sixtus
Tucher by His Open Grave {cat. no. 19). The number “2”
on the sheet apparently reflected its place in the narrative.
Bartsch 1803-21: no. 68.
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(Nocturnal Vision); and Saint Benedict
Teaching.?

The drawings and panels bear the
coats of arms of five Nuremberg families:
the Tetzels, Rummels, Pesslers, Wald-
stromers, and Pfinzings (see also cat.
nos. 14—16). On the basis of these coats
of arms, Ursula Frenzel proposed that
the Nuremberg patrician Friedrich Tetzel
the Younger commissioned the series in
honor of his marriage to Ursula Fiirer
{(d. after 1535) on February 6, 1496.*
Elisabeth Pfinzing (d. 1361) was the wife
of Friedrich Tetzel the Elder {d. 1367).
The coat of arms of the Waldstromer
(cat. no. 16) belonged to Jobst Tetzel the
Elder’s wife (d. 1437); the combined
crests of the Rummel and Pessler (cat.
no. 14; fig. 14) families refers to the two
wives of Jobst Tetzel (d. 1474), Agnes
Rummel (d. 1455 or 1460) and Mar-
garete Pessler (married June 11, 1462).
Hartmut Scholz thought that the inscrip-
tion Michel Wolgemut 2 on a drawing
in the Graphische Sammlung Albertina
in Vienna by Diirer for The Life of Saint
Benedict might be an indication that the
series was commissioned from Wolge-
mut. Scholz argued that just after his
return from Italy in the spring of 1495,
Diirer may have worked with Wolgemut
and gotten commissions through Wolge-
mut before setting up his own workshop.’

The panels were presumably com-
missioned for Nuremberg’s Benedictine
Monastery, Saint Aegidius. But their in-
tended location within the monastery is
not known. According to Ursula Frenzel’s
theory, the series replaced damaged glass
panels from c. 1360 in the Tetzel family
chapel, located on the south side of the
choir of the church. This, she observed,
might explain the presence of the Pfin-
zing arms, shown on this sheet and on
the panel formerly in Gotha, as substi-
tutes for the arms of Elisabeth Pfinzing
and her husband Friedrich Tetzel the
Elder in the stained glass that was be-
ing replaced. Gottfried Frenzel, however,
thought the series of panels after Diirer’s
designs might have been made for the
glazing of the cloister of the monastery
during the replacement of damaged glass
fromc. 141825 (see below, cat. no. 14).¢

In spite of the fact that one of the
drawings for the series, Saint Benedict
Teaching (cat. no. 12), bears an inscrip-
tion in Diirer’s own hand on the verso,
the attribution of the drawings of The
Life of Saint Benedict to Durer has been
much debated, as discussed at greater
length below {cat. no. 12). Friedrich
Winkler argued strongly that all but two
of the drawings were by Diirer’s hand; the
remaining two he considered to be copies
(cat. nos. 15, 17).” Beginning in 1971,
when a number of the drawings could be
studied together in the Diirer exhibition

in Nuremberg, Winkler’s opinion found
widespread support. So too did Winkler’s
assertion that three of the four draw-
ings with touches of watercolor, includ-
ing Saint Benedict Gives a Peasant the
Blade of His Scythe, Which Had Fallen
into the Water, were the first to be exe-
cuted.® Ursula Frenzel agreed that these
three drawings, improvised and paint-
erly, were meant to inform the patron
and glass painter of Direr’s artistic in-
tention rather than to guide the glass
painter with specific information such as
an intended palette.

While the spatial relationships in
the drawing in Paris are not entirely
clear, the sheet is one of Diirer’s most
beautiful works. The delicate application
of blue, green, and red watercolor re-
calls Durer’s Saint George Fighting the
Dragon, c. 1496 (cat. no. 9). With just
three colors Diirer evokes a much wider
palette; with equal success, blue suggests
the water in the lake and the stubble of
beards while modulating the green in the
mountains. Line is also used economi-
cally in a manner entirely characteristic
of Diirer. A single, well-placed stroke
of the pen shapes the cheek of Saint
Benedict. A simple contour suggests the
fleshiness of the angel’s face. Combined
with short, curved hatching strokes, con-
tours suggest the strength of the angel’s
wings. The extreme economy of means
used in representing the boat and moun-
tains recalls Diirer’s woodcuts like The
Seven Trumpets from The Apocalypse,
made in 1496-98 and published in
1498.° Color and contour are adeptly
integrated in the faces, with the white of
the paper used for highlights. The varied
facial expressions—beatific, thoughtful,
concerned, attentive—lend liveliness to
the narrative, as do the asymmetry of
features and the swiftly drawn areas of
hatching and crosshatching. At the left
arm of the angel, these quickly articu-
lated hatching strokes are freed from
their role of describing objects and sug-
gest the fall of strong light across forms.
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Albrecht Diirer

Saint Benedict Teaching
C. 1496

Pen and brown ink, framing lines in metalpoint,
on cream laid paper, the arch above silhouetted
and laid down on a sccond picee of paper

WATERMARK

Bull’s head with cross and flower {similar to
Briguet [1907] 1966: 14548=Tirol, Wirzburg
1463)

Inscribed on verso in Direr’s hand in pen and
brown ink in scven lines, with the female names
crossed out: wie ein prister ein bericht/Ursulal
Fronika/Helena/Barbra/Katerinal Einn Engell
(Like the report of a priest/Ursula/Veronica/
Helen/Barbara/Catherine/ An angel)

25.3 X 17.8 ¢m
Nuremberg, Germanisches Nationalmuscum
Inv. no. HZ §480

PROVENANCE

Josef Daniel Bohm Collection, Vienma; Bernbard
Hausmann, Hannover (Lugt 1921: 378); Rudolif
and Erwin Blasius, Braunschweig and Bad
Gandersheim, respectively; Frau Irmgard
Peterson née Blasius

BIBLIOGRAPHY: Hausmann 1861: 94-95;
Thausing 1876: note 2 on 206; Thausing 1884,
1: 277; Schmidt 1893: 306; Schonbrunner and
Meder 18961908, v: n.p., under no. 5513
Dodgson 1903-11, I: §02; Weisbach 1906: 79;
Rauch 1907 {pt. 2, Wolf Traut): note 3 on 21—
22; Réttinger 1907-9: 6; Dodgson 1909: 34,
12; Stadler 1913: 214-15, 244—45; Dodgson
1918: 46, §51; Weixlgirtner 1920 49; Braun
1924: 11—125 Rétringer 1926: 65-66, pl. 305
Lippmann and Winkler 18831929, vi: no. 6903
Schenk zu Schweinsberg 19271 34,365 Dodgson
and Parker 1928: 20; Nuremberg 1928: no. 147;
Rémer 1928: 128; Tietze and Tictze-Conrat
1928-138, I: 372—75; Beenken 1929: 246; Holz-
inger 1929: 35-38, note 29 on 76; Flechsig
1928-31, Nt 429-32; Winkler 1936-39,1:

no. 2023 Démonts 1937-38, 1: 255 Panofsky
1943: no. 794; Winkler in Thieme and Becker
1907-50, XXXVII1: 40; Rupprich 1956-69, 1:
206, no. 19; Dubler 1957: 59, 77, 130; Winkler
1957: 119; Nuremberg 1961: 221—22; Schilling
1961: 91; Qettinger and Knappe 1963: 13, note
67 on 96, note 364 on 1125 Munich 1967-68:
213 Zink 1968: no. 69; Hitt 1971, 1: 2325
Koschatzky and Strobl 19711 162; Nuremberg
1971: 10, 714; Pilz 1972: 1055 Strauss 1974, Vit
no. xw 202; Anzelewsky and Miclke 1984: 28;
Butts 1986: 519, note 10 on §24; London 1988:
70; Paris 1991-92: 99—100; Rowlands 1993, 1:
66, under no. 142.
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This drawing depicts Saint Benedict
seated at a teacher’s desk instructing
three monks. It presumably illustrates a
passage from The Dialogues of Gregory
the Great under the heading “That
Saint Benedict Had Written a Rule for
Monks.” Gregory said of Benedict:
“However, I want you to realize that in
addition to the many miracles which
made him famous, he also distinguished
himself by his teaching.”* The dove prob-
ably represents the soul of Benedict’s
twin sister, Saint Scholastica, founder of
an order of Benedictine nuns. Brother
and sister met once a year at Monte
Cassino. According to tradition, at their
last meeting they spoke of the joys of
heaven into the morning. When Scholas-
tica died three days later, Benedict re-
peatedly had a vision of a dove ascending
into heaven. This drawing is one of twelve
narrative scenes from The Life of Saint

1. Uhlfelder 1967: 46.

2. Elisabeth Dubler (1957: 114, 118, 128-130) believed that
Direr (whom she cautiously refers to as the Benedict Mas-
ter) might have relied on visual sources even more than
on The Dialogues of Gregory the Great in composing his
images of The Life of Saint Benedict. She noted what she
considered to be striking similarities between Diirer’s com-
positions in Paris (cat. no. 11), Berlin (cat. no. 13), Darm-
stadt (cat. no. 15}, and Nuremberg (cat. no. 12}, and the
illuminations in the so-called Bis-bini-Vita, a manuscript
known in five illustrated copies made between ¢. 1310 and
the end of the fifteenth century. (A copy in the Pierpont-
Morgan Library in New York {copy Y, Ms. 55 in the Pier-
pont Morgan Library] may date from 1310-20 and may
have originated in Sankt Florian.) On the manuscripts, see
Dubler 1957: §3-54. Dubler asserted that Diirer must
have known the “authors portrait” in the Bis-bini-Vita,
which showed Benedict at a writing table penning his
rule for monks, inspired by the Holy Spirit in the form
of a dove and accompanied by three monks. See also cat.
no. 13.

3. See Scholz 1991: 14 for an excellent discussion, in Ger-
man, of the different types of drawing for stained glass.

4. In 1861, Hausmann attributed the drawings to Diirer
and dated them before 1510 (Hausmann 1861: 94-95).
Moriz Thausing (1876: note 2 on 206}, followed by Wer-
ner Weisbach (1906: 79), described the drawings as the
work of an older master who was also responsible for the
woodcuts illustrating Revelationes Sanctae Birgittae (Nu-
remberg, 1500}. The woodcuts are now widely accepted
as Diirer’s work. Wilhelm Schmidt (1893:306) attributed
the drawings to Diirer’s follower Hans Schaufelein, an
opinion that was revived by Eduard Flechsig (Flechsig
1928-31, 1I: 429-32) and again as recently as 1991-92
(Paris 1991-92: no. 96). Campbell Dodgson (1903~-11, It
s02) proposed that Diirer’s follower Wolf Traut (c. 1485 -
1520) was the so-called Benedict Master but later opted
for “anonymous” (Dodgson 1909: 3, 4, 12). Christian
Rauch (1907, part 2, Wolf Traut: note 3 on 21-22) as-
signed the drawings to Hans von Kulmbach, while Hein-
rich Réttinger (1907-9:6) argued for Hans Wechtlin’s
authorship. Later, Réttinger proposed Peter Vischer the
Elder as the artist responsible for the drawings of The Life
of Saint Benedict and the woodcuts illustrating Revela-
tiones Sanctae Birgittae (Rottinger 1926: 65-66, 281).
Ernst Holzinger (1929: 35-38, note 29 on 76) assigned
the drawings to the circle of Hans von Kulmbach, as did
Hans Tietze and Erica Tietze-Conrat (1928-31,1: 373 -
75). Erwin Panofsky (1943: nos. 790-800), followed by
Walter Strauss (1974, V1: XW. 198-209), simply assigned
the drawings to the Direr workshop, c. 1500. Fritz Zink
(1968: no. 69) described them as being by the Benedict
Master (school of Albrecht Diirer), c. 1500. As noted
above, Winkler’s conviction that the drawings were by
Diirer has been widely shared since 1971, when six draw-
ings and a panel were exhibited together in Nuremberg
(Nuremberg 1971: nos. 712-18). Among those who ar-
gue Diirer’s authorship convincingly are Ursula Frenzel
{Nuremberg 1971), Fedja Anzelewsky (Anzelewsky and
Mielke 1984: no. 25), and John Rowlands (London 1988:
70; Rowlands 1993: 66).

96 NUREMBERG

Benedict, which Durer depicted as part of
a series of designs for small grisaille pan-
els (cat. nos. 14, 16). The stained-glass
cycle was presumably commissioned in
honor of the marriage of the Nuremberg
patrician Friedrich Tetzel the Younger
and Ursula Furer in 1496. Saint Benedict
Teaching is the only drawing in the group
to bear an inscription in Diirer’s hand
on the verso. Part of the inscription (“like
the report of a priest”) refers to the sub-
ject on the recto.?

Diirer’s drawings of The Life of
Saint Benedict are not all executed in a
uniform manner. Saint Benedict Gives a
Peasant the Blade of His Scythe, Which
Had Fallen into the Water (cat. no. 11) is
swiftly rendered and touched with water-
color, presumably to give the patron and
glass painter a sense of Diirer’s artistic
intention. Saint Benedict Teaching was
by contrast painstakingly executed to
provide guidelines for the glass painter.
Taller in format than the drawing in
Paris, Saint Benedict Teaching more
closely approximates the size of the
extant panels and thus was presumably
made after the drawing in the Louvre.
The absence of color notations suggests
that the patron, designer, and glass
painter have now agreed to forego color
and execute the glass panels in yellow
stain and vitreous paint on clear glass.
Borderlines in metalpoint define the
limits of the figural composition, and a
place is reserved for a coat of arms. (One
can assume that the patron specified
which coat of arms was to be added by
the glass painter.) In the drawings in
Paris and Nuremberg, Durer has moved
from compositional sketch (Ideenskizze
or Kompositionsvorslag) to to-scale de-
sign (massstabgerechte Visierung).’ His
drawing in Nuremberg has the appear-
ance of a Reinzeichnung, or cleaned-up
copy. Diirer provides simple, clear guid-
ance by means of carefully articulated
contours and areas of hatching. Cross-
hatching is kept to a minimum. Shadow
is primarily indicated by the close spac-
ing of hatching lines. Furthermore, the
hatching lines, notably those in the
habits of the foremost monk and Bene-
dict and in the wall and sky in the back-
ground, emphasize the picture plane.
The lack of spaciousness and absence of
subtle variations in the modeling led
many scholars to reject the drawings for
The Life of Saint Benedict cycle as works
by Diirer, in spite of the inscription in his
hand on the verso of this sheet.*

13
Albrecht Diirer

Saint Benedict in Solitude

(Nocturnal Vision)
C. 1496

Pen and brown ink, black chalk framing lincs,
on cream laid paper

False monogram of Albrecht Durer at lower right
in pen and brown ink

24.4 X 18.5 ¢m

Berlin, Staatliche Museen zu Berlin-Preussischer
Kulturbesitz, Kupferstichkabinett

Inv. no. xdz 47

PROVENANCE
Alexander Emil Posonyi-Hulot {Lugt 1921:
2040/41); acquired 1877

BIBLIOGRAPHY: Thausing 1884, 9: 277;
Schmidt 1893: 306; Schonbrunner and Meder
1896-1908, v: n.p., under no. 551; Dodgson
1903-11, I: 502; Weisbach 1906: 79; Rauch
1907 (pt. 2, Wolf Traut): note 3 on 21-22;
Rottinger 1907~9: 6 -9, note 1 on 8; Dodgson
1909: 3, 4, 12; Stadler 1913: 214-T15, 244~45;
Dodgson 1918: 46; Bock 1920: 211; Bock 19218
23; Braun 1924: 11-13; Rottinger 1926: 65-66,
pl. 30; Lippmann and Winkler 1883-1929, vI:
no. 693; Schenk zu Schweinsberg 1927: 34, 36;
Dodgson and Parker 1928: 20; Rémer 1928:
128; Tietze and Tietze-Conrat 1928-38, 1: 372
75; Beenken 1929: 246; Holzinger 1929: 35—
38, note 29 on 76; Flechsig 1928-31, 11: 429;
Winkler 1936-39, It no. 2zo5; Démonts 1937-
38, I: 25; Panofsky 1943: no. 797; Winkler

in Thieme and Becker 1907-§0, XXXVI1: 40;
Musper 1953: 22; Dubler r957: 59, 77, 128—
29; Winkler 1957: 119; Nuremberg 1961: 221~
22; Oettinger and Knappe 1963: note 301 on
108; Munich 1967-68: 21; Zink 1968: 93;
Hiitt 1971, 1: 23 5; Koschatzky and Strobl 1971:
1625 Nuremberg 1971: no. 716; Pilz 1972: 105;
Strauss 1974, VI: no. Xw 205; Anzelewsky and
Mielke 1984: no. 25; London 1988: 70; Paris
1991-92: 99—T00; Rowlands 1993, 1: 66, under
no. 142.
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This design for one of the series of at
least twelve small stained-glass panels il-
lustrating The Life of Saint Benedict de-
picts a vision of the saint, which is inter-
preted in The Dialogues of Gregory the
Great.) Benedict, in prayer at his window
one night, saw a light from above that sur-
passed the day in brightness. Suddenly it
appeared as if the whole world collected
itself before his eyes below a ray of sun-
light. Then he saw the soul of Germanus,
bishop of Capua, being carried to heaven
by angels in a fiery globe. Later it was
discovered that Bishop Germanus died at
that moment. Gregory explained: “To
say that the world was gathered together
before his eyes does not mean that heaven
and earth shrank, but that the mind of
the beholder was expanded so that he
could easily see everything below God
since he himself was caught up in God.
In that light which gleamed for the outer
eyes, then, there was an inner light of the
heart. When this carried the soul of
the beholder to the upper regions, it re-
vealed to him how narrow in compass
everything below really was.”2 In Direr’s
drawing, Saint Benedict’s vision of the
universe is represented by a disk at the
lower left. The objects depicted within
this circular form include ships, a church,
books, a spinning wheel, and a sword,
perhaps symbolizing trade and explo-
ration, religion, learning, crafts, and the
administration of justice. The objects
seem to reflect the Benedictines® division

. Uhlfelder 1967: 44—46.

. Uhlfelder 1967: 46. The authors would like to thank
Anne Lauder for bringing this passage to their attention
when they first began work on the drawing.

. Dubler 1957: 128-29. As noted above (cat. no. 12,
note 2}, Dubler thought Diirer might have relied on vi-
sual sources even more than on The Dialogues of Gregory
the Great in composing his images of The Life of Saint
Benedict. Dubler noted what she considered to be strik-
ing similarities between Diirer’s compositions in Paris (cat.
no. 11), Darmstadt (cat. no. 15}, and Nuremberg (cat.
no. 12), and the illuminations in the so-called Bis-bini-
Vita, 2 manuscript known in five illustrated copies made
between c. 1310 and the end of the fifteenth century. Du-
bler compared Diirer’s Saint Benedict in Solitude to the
representation of Benedict’s nocturnal vision in a copy of
the Bis-bini-Vita painted in Metten in 1414 (copy M, Cim
82071 in the Staatsbibliothek in Munich). There, she ob-
served, the artist represented the cosmos in terms a disk
filled with details from the life of knights and peasants.
Dubler asserted that if Direr had been guided by the text
of The Dialogues of Gregory the Great rather than by vi-
sual representations, he would most likely have included
the death of Germanus. Dubler noted that a fiery ball be-
came one of Benedict’s attributes in visual representations
during the Baroque period.

. As noted in cat. nos. 66 —67, note 4, Diirer’s Entombment,
1504, in the National Gallery of Art, Washington, D.C.,
is inscribed in his own hand, Durchczeichnet (traced).
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of their time between contemplation,
prayer, and manual labor, and their high
regard for education, liturgy, and arts.
Elisabeth Dubler described the cosmos
represented by Diirer as a paradisiacal
ordering of firmament and stars, water
and land, animals and plants, house
and ship, jug and plate, machine and
book.? She went on to say that, instead
of representing the intricate brightness of
life, here the intellect counts the compo-
nents of creation and the achievements of
the human mind.

Like Saint Benedict Teaching, Saint
Benedict in Solitude is a to-scale design
meant to provide precise guidelines for
the glass painter. It appears to be a
Reinzeichnung, or cleaned-up copy, per-
haps even a tracing. Direr is known to
have traced the main contours of his com-
positions, then added details and hatch-
ing, as part of his working process.* As
in the sheet in Nuremberg, Diirer used
clear hatching systems, avoided cross-
hatching, except in small areas, and or-
ganized contours and hatching strokes to
emphasize the picture plane. As noted
above (cat. no. 12), Diirer’s authorship of
the drawings of The Life of Saint Benedict
has often been doubted. But his sure grasp
of three-dimensional form is apparent in
the head of the saint. Also characteris-
tic of Diirer is the balance between the
beauty of individual lines and the com-
bined effect of the lines as shading.

4
After Albrecht Diirer

Saint Benedict and the
Devil

C. 1496

Clear glass of a grayish green tone, yellow stain,
sanguine, and black vitreous paint

CONDITION

Two glued cracks, glue yellowed; halftone
painting slightly reduced, minor losses in
contours, sanguine strongly washed off; modern
lead border

Coat of arms of the Tetzel family of Nuremberg
surrounded by the collar of the Order of the Jug

24.5 X 18 cm, including the lead border
Nuremberg, Germanisches Nationalmuseum
Inv. no. MM 786

PROVENANCE
Collection of the Duke of Sachsen-Coburg-Gotha

BIBLIOGRAPHY: Winkler in Thieme and Becker
1907-50, XXXVII: 40; Germanisches National-
Museum 1955: 21, fig. 55 Winkler 1957: 119;
Knappe 19671a: note 245 on 60; Nuremberg
1961: 2271, n0. 396; Munich 1967-68: 21;
Zink 1968: 93; Koschatzky and Strobl 1971:
162; London 1971: r2; Nuremberg 1971:

no. 718; Pilz 1972: 106; Strauss 1974, Vi: 2960;
London 1988: 70; Scholz 1991: note 135 on

43— 44, nOte 144 on 45, fig. 50 on 47, fig. 283
on 197, 198; Rowlands 1993, 1: 66, under
no. 142.

Diiirer’s drawing of Saint Benedict and
the devil (fig. 14) and the small grisaille
panel executed after it depict a scene from
The Life of Saint Benedict as recounted
in The Dialogues of Gregory the Great.!
Benedict heals a young monk, the son of
a tax collector, who was crushed when
the devil pushed down a wall during the
building of a church. The setting for the
miracle is Monte Cassino, where Bene-
dict founded the famous monastery and
promulgated the Rule of the Order. The
place was said to have been the site of a
temple of Apollo, which was razed after
Benedict converted Apollo’s followers to
Christianity.

In executing Saint Benedict and the
Deuil, the glass painter closely followed
the design by Diirer.2 One notable change
is in Benedict’s hand gestures. Perhaps
Diirer had provided alternate hand ges-
tures, as he did in sketches on the verso
of two other drawings for The Life of
Saint Benedict.* The coat of arms was
also changed by the glass painter. In the
stained-glass panel, the crest of the Tetzel



family is surrounded by the collar of the
chivalric Order of the Jug, probably, ac-
cording to Ursula Frenzel, in honor of
Jobst Tetzel (d. 1474), who was the guard-
ian of the Church of Saint Aegidius where
the Tetzels had a family chapel.* In Diir-
er’s drawing, the coat of arms combines
the crests of Jobst Tetzel’s first and second
wives, Agnes Rummel (d. 1455 or 1460;
two cocks)® and Margareta Pessler (bird’s
leg). Married in 1462, the latter had nine
children and outlived her husband.
Hartmut Scholz hypothesized that

the commission for the panels depicting
The Life of Saint Benedict may have been
carried out by Direr for his former
teacher Wolgemut before the younger
man established his own workshop in
Nuremberg.® Certainly the panel after
Direr’s design depicting Saint Benedict
and the Devil was executed in the
same glass painter’s workshop, perhaps
even by the same glass painter who exe-
cuted The Crucifixion, ¢. 1490, after a
design by Wolgemut or his workshop
(cat. no. ). Both panels are painted in

4

grisaille in a linear style, reminiscent of
woodcut. And in both the glass painter
made extensive use of sharp objects to
scratch hatching and light contours out
of the matt. The glass painter responsible
for Saint Benedict and the Devil showed
great understanding of the energy and
subtle modulation of Diirer’s line and the
expressive power of his faces and hands.
The identity of the glass painter is, how-
ever, difficult to surmise. As Hartmut
Scholz has pointed out, it is even im-
possible to say whether the stained-glass
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FIGURE 14. Albrecht Diirer. Saint Benedict
and the Devil, c. 1496. Pen and brown ink,
23.5 X 17.5 cm. Formerly in the collection
of Professor Cantacuzino, Bucharest, present
whereabouts unknown.

Photo: Winkler 1936-39, I: no. 206.

1. Uhlfelder 1967: 19-20.

Y

12,

13.

. Saint Benedict and the Deuil, c. 1496, pen and brown

ink, 23.5 X 17.5 cm, formerly in the collection of Pro-
fessor Cantacuzino, Bucharest, present whereabouts un-
known. See Winkler 1936-39, 1: no. 206; Strauss 1974,
VI: no. XW. 206.

. See Strauss 1974, VI: nos. Xw.201a and Xxw.203a.
. Nuremberg 1971: no. 718. On the Order of the Jug,

see also the biography of the Master of the Housebook,
above.

. Diirer’s wife, née Agnes Frey, was the daughter of Anna

Frey, née Rummel {d. 1521). In the fifteenth century, the
Rummels were one of Nuremberg’s wealthiest families.
Anna Rummel brought a dowry of eight hundred florins
to her marriage with Albrecht Direr the Elder, four times
the dowry that Agnes Frey brought to her marriage.

. Scholz 1991: 41, note 134 on 42. See cat. no. 6, note 9.
. Scholz 1991: 46— 48. Scholz also noted that the coarse,

graphic manner of the glass painter was characteristic of
small-scale stained glass in Nuremberg until about 1510.

. Scholz {1991: 198) proposed that the glass painter re-

sponsible for Saint Benedict and the Devil might be
identical with the master who painted the head of
Bishop Philip von Henneberg in the so-called Bamberg
Window in Saint Sebald in Nuremberg. On the Bamberg
Window, see Scholz’s essay and cat. no. 18.

. Nuremberg 1971: 387.
10.
II.

Nuremberg 1961: no. 396.

Scholz 1991: note 135 on 44. A series of small grisaille
panels, one of which is dated 1511 {cat. no, 32), were de-
signed by Diirer’s follower Hans von Kulmbach, presum-
ably for the same cloister.

See Zankl 1935 on the church before the fire of 1696.
See also Pilz 1972.

On Rotenecker, see Franz Machilek’s biography in Imhoff
1984: 59— 60 and cat no. 3 3. If, as Dubler asserted, Direr
had access to illuminations in manuscript biographies of
Saint Benedict (see cat. no. 12, note 2; cat. no. 13, note 3;
cat. nos. 15-16), perhaps it was through Rotenecker.
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panels of The Life of Saint Benedict
were executed by a specialist in small-
scale stained glass within the Hirsvogel
workshop or by a different workshop
entirely.” Scholz did note similarities
with the linear style employed in paint-
ing monumental glass windows in the
Hirsvogel workshop, specifically in one
of the hands identifiable in the Window of
the Bishops of Bamberg in Saint Sebald
in Nuremberg.?

As noted above {(cat. no. 11), the
stained-glass panels depicting The Life
of Saint Benedict were presumably com-
missioned for Nuremberg’s Benedictine
monastery, Saint Aegidius. Determining
their intended location within the mon-
astery is complicated by the fact that the
church was destroyed by fire in 1696.
Ursula Frenzel argued that they replaced
damaged glass panels from ¢. 1360 in the
family chapel, located on the south side
of the choir of the church.” Gottfried
Frenzel, on the other hand, thought they
might have been made for the glazing of
the cloister of the monastery, which
replaced damaged glass from c. 1418-
25.1% Hartmut Scholz correctly observed
that the small panels must be viewed at
close range. Thus he favored Gottfried
Frenzel’s theory, since the windows in
the cloister would have been smaller and
lower than the chapel windows.’! On
the basis of Diurer’s use of watercolor
on three of his designs (cat. no. 11),
Scholz hypothesized that the commis-
sion might originally have been for large
colored-glass panels for the Tetzel family
chapel rather than for small grisaille
panels for the cloister. Unfortunately
little is known about the building history
of the refectory, monk’s cells, and cloister
of Nuremberg’s Benedictine monastery.!?
What is known is that the stained-glass
panels depicting The Life of Saint Bene-
dict were made during the tenure of
Johannes Rotenecker (Radenecker), who
was abbot of Saint Aegidius from 1477
to 1504. Abbot Rotenecker was par-
ticularly interested in the history of the
Benedictine Order. He assisted Abbot
Johannes Trithemius von Sponheim in
collecting information about important
Benedictine scholars for a literary cata-
logue, writing to the abbot of the monas-
tery San Paolo fuori le mura in Rome in
order to trace, for instance, forgotten
Benedictines from Monte Cassino.!?

15
By or after Albrecht Diirer

The Self-Mortification of

Saint Benedict
C. 1496

Pen and black ink, brush and green, pink, gray,
and blue watercolor, on cream laid paper

COAT OF ARMS
Coat of arms of the Tetzel family of Nuremberg

23.8 X 17 ¢m
Darmstadt, Hessisches Landesmuseum
Inv. no. AE 387

PROVENANCE

Perhaps in the Welser collection, auctioned by
Frauenholz in Nuremberg (Frauenholz, auction §
according to Heller 1827, 11: 69)

BIBLIOGRAPHY: Weigel 1865: 194, no. 44;
Schonbrunner and Meder 1896 -1908, v:

no. §51; Dodgson 1903-11, I: 502; Weisbach
1906: 79; Rauch 1907 (pt. 2, Wolf Traut):

note 3 on 21-22; Rottinger 1907-9: 7-9;
Dodgson 1909: 3, 4. 12; Stadler 1913: 21415,
244—45; Dodgson 1918: 46, §51; Braun r924:
11-12; Réttinger 1926: 66, pl. 27; Lippmann
and Winkler 1883-1929, VI: no. 694; Schenk
zu Schweinsberg 1927: 34-36; Dodgson and
Parker 1928: 20; Nuremberg 1928: no. 208;
Romer 1928: 128; Tietze and Tietze-Conrat
1928-38, I: 372—75; Beenken 1929: 246;
Holzinger 1929: 35-38, note 29 on 76; Flechsig
1928-31, 11: 429; Winkler 1936~39, I: no. 207;
Démonts 193738, 1: 2§; Panofsky 1943:

no. 799; Winkler in Thieme and Becker 1907-
50, XXXVII: 40; Dubler 1957: 59, 77, 109; Wink-
ler 1957: 119; Nuremberg 1961: 221-22;
Munich 1967-68: 21; Zink 1968: 93; Hiitt
1971, I: 237; Koschatzky and Strobl 1971: 162;
Nuremberg 1971: no. 717; Pilz 1972: 106;
Strauss 1974, VL: no. XW. 207; Anzelewsky and
Mielke 1984: 28; London 1988: 70; Scholz
1991: NOte 135 ON 43— 44, Ote 144 On 45; Paris
1991-92: 99-100; Rowlands 1993, 1: 66, under
nO. 142.
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16
After Albrecht Diirer

The Self-Mortification of
Saint Benedict with a

Donatrix and an Angel
Holding a Heraldic Shield

C. 1496

Clear glass of a grayish green tone, yellow stain,
sanguine, and black vitreous paint

CONDITION

Shatter crack, loss below at left edge, chipping
along break lines, some surfaces scratched and
abraded.

Coat of arms of the Waldstromer family of
Nuremberg (a shield damascened sable, two
prongs crossed)

22.5§ X 16.3 ¢m
Boston, Isabella Stewart Gardner Museum
Inv. no. céers

PROVENANCE
A. Pickert, Nuremberg

BIBLIOGRAPHY: Winkler 1957: 119; Knappe
1961a: note 245 on 60; Nuremberg 1961: 221~
225 Munich 1967-68: 21; Zink 1968: 93;
Nuremberg 1971: 387; Koschatzky and Strobt
1971: 1625 London 1971: 12; Nuremberg 1971:
387; Pilz 1972: 106; Strauss 1974, Vi: 2962;
Cambridge 1978: 99; London 1988: 70; Cor-
pus Vitrearum Checklist 1v 1991: 98; Scholz
I991: NOMC 135 ON 43— 44, 1OtC T44 0N 45,

fig. 276 on 193, 198; Rowlands 1993, I: 66,
under no. 142.

While the drawing The Self-Mortifica-
tion of Saint Benedict bears the coat of
arms of the Tetzel family, the grisaille
panel executed after it shows a winged
angel holding the Waldstromer coat of
arms, which belonged to the family of
Jobst Tetzel the Elder’s wife (d. 1437).
The scene of The Self-Mortification of
Saint Benedict was one of at least twelve
from The Life of Saint Benedict depicted
by Direr in designs for a stained-glass
cycle that was presumably commissioned
in connection with the marriage of Fried-
rich Tetzel the Younger and Ursula Furer
on February 6, 1496 {see also cat. nos.
11-12), for the Benedictine monastery,
Saint Aegidius, in Nuremberg. The draw-
ing in Darmstadt and small grisaille panel
in Boston depict a young Benedict over-
coming sexual desire by throwing him-
self into a thorn bush. According to The
Dialogues of Gregory the Great:

One day while he was alone, the
Tempter was present. A small dark
bird, commonly called a blackbird,
began to flutter about his face and
to press upon him so persistently
that he could have caught it if he
had wished. But when Benedict
had made the sign of the cross, the
bird went away. After it had left,
however, a greater temptation of
the flesh than he had ever experi-
enced overtook the holy man. For
the evil spirit brought back before
his mind’s eye a certain woman
whom he had once seen. . . . He
was overcome by sensuality, and
almost considered abandoning his
solitary retreat. Then suddenly
God graciously looked upon him
and he returned to himself. Since
he saw that thickets of nettles
and thorn bushes were growing
nearby, he stripped off his gar-
ment and flung himself naked
upon those stinging thorns and
burning nettles. . . . So through
the wounds of the skin he drew
out from his body the wound of
the mind by changing his lust to
pain.’

Gregory used the story to illustrate
why the young “must be subordinate
and serve, and be worn out by obedient
toil” while the “temptation of the flesh
burns hot.” From the fiftieth year, he
asserts, “the body begins to cool” and
the mind becomes tranquil, making the
monk an ideal teacher of souls and
guardian of the hearts of the faithful. The
woman at the lower right, dressed in the
costume of a lady of Nuremberg,? sym-
bolizes the source of Benedict’s unchaste
thoughts and feelings. Noting the con-
flation of the story of the blackbird and

that of Benedict’s self-mortification as
well as the juxtaposition of the prostrate
saint and the seated woman, Elisabeth
Dubler suggested that Direr might have
known the so-called Bis-bini- Vita,a man-
uscript recounting Benedict’s life that
is known in five illustrated copies made
between c. 1310 and the end of the fif-
teenth century. Dubler pointed to simi-
lar pictorial elements in an illumina-
tion in an early fourteenth-century copy
of the Bis-bin-Vita in the Pierpont Mot-
gan Library in New York.* One wonders
whether such a visual source was made
accessible to Durer by the abbot of Saint
Aegidius, Johannes Rotenecker, who was
avidly interested in the history of the Ben-
edictine Order (see cat. no. 14, note 13;
cat. nos. 32—35}.

Friedrich Winkler judged the draw-
ing in Darmstadt to be a copy after
Diirer made in the glass painter’s work-
shop; he described the lines as too dry
and weak to have been executed by Diirer
himself.* Furthermore, Winkler argued,
the framing line, drawn with a straight-
edge in pen and black ink, indicates that
this was the final pattern (Vorlage) for
the glass panel, executed by the glass
painter himself. (This typc of drawing is
also called a “workbench drawing” and
was made by tracing in order to preserve
the “working design.”)® Winkler might
also have noted that the drawing in
Darmstadt is executed in black ink,
while the other extant designs from the
series are in brown ink. The drawing
The Self-Mortification of Saint Benedict
has undeniable weaknesses, most notably
the poorly articulated body of Benedict
beneath the thornbushes, the lack of
articulation of his wrists, and the want of
three-dimensionality in the coat of arms.
On the other hand, the beautifully ren-
dered figure of the woman is worthy of
Direr. The simple contours of her face
and nose lend roundness to her head. The
contours and modeling of the woman’s
dress and of the church in the background
are clear and effective. The watercolor
too is adeptly applied in a palette consis-
tent with Diirer’s own (cat. no. r1).

The stained-glass panel in Boston
is similar in execution to the one in Nur-
emberg depicting Saint Benedict and the
Devil (cat. no. 14). The glass painter
translated the linear design into a painted
work that balances tonal modeling in
gray matt, applied in the manner that
wash would be in a drawing, and lincar
modeling in black paint for contours,
hatching, and cross-hatching. The glass
painter also makes free use of pointed
tools to scratch highlights and hatching
strokes into the gray matc. This technique
is used to particularly great effect in the
long, curving highlights of the river and
the scribbled cross-hatching of the moun-
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tain in the background. Here the glass
painter is improvising, as the pen-and-
ink and watercolor drawing includes no
modeling of this kind. The verso is artic-
ulated with vellow stain and sanguine.

In the figure of Benedict, the hatch-
ing strokes used to model the torso
resemble those in the drawing in Darm-
stadt. The lack of anatomical clarity in
the body beneath the thornbushes is
comparable to the drawing. This could
suggest either that the glass painter was
also responsible for the sheet in Darm-
stadt or that he suffered from a lack of
direction provided by Diirer in this part
of the design. The figure of the woman in
the panel departs from her counterpart
in the drawing. Her face is more rounded
and the folds of her drapery softer. The
kerchief wrapped around her head and
falling across her shoulders emphasizes
the soft forms of her face and shoulders.

1. For the story of the self-mortification of Saint Benedict
according to Gregory, see Uhlfelder 1967: 6 7.

2. In 1500, Dilrer made a number of studies of the cos-
tumes of the women of Nuremberg (Strauss 1974, 1I:
nos. 1500/2-1500/7.

3. Copy Y (Ms. 55 in the Pierpont Morgan Library) may date
from 1310-20 and may have originated in Sankt Florian.
See Dubler 1957: §3~54, 109, and fig. 112.

4. Winkler 1936-39, I: no. 207.

. New York 1995: 12.

“
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7
Albrecht Diirer

King Totila Visits Saint

Benedict

C. 1496

Pen and brown ink, gray wash, brown ink
framing lines, on cream to beige laid paper
22.5 X 17.2¢m

Private collection, Switzerland

PROVENANCE

Jonkheer C. van de Poll, Castle Hollenfels,

Luxemburg; by inheritance to a Dutch
nobleman; Christie’s, Amsterdam, November 14,
1994, lot 216

BIBLIOGRAPHY: Lippmann and Winkler 1883~
1929, vi: introduction, ill. opposite 20; Beets
1927-28: 17-19, fig. on 18; Tietze and Tietze-
Conrat 1928-38, 1: 372-75; Flechsig 1928-31,
I1: 430; Winkler 1936-39, I: no. 208; Démonts
1937-38, I: 25; Panofsky 1943: no. 800;
Winkler in Thieme and Becker 1907-50, XxXxv1I:
40; Dubler 1957: 59, 77; Nuremberg 1961:
221-22; Munich 1967-68: 21; Zink 1968: 93;
Hiitt 1971, 1t 239; Koschatzky and Strobl 1971:
162; Nuremberg 1971: 387; Pilz 1972: 106;
Strauss 1974, VI: no. XW. 208; Anzelewsky and
Mielke. 1984: 28; London 1988: 70; Paris 1991—
92: 99—100; Rowlands 1993, 1: 66, under

no. 142.

Totila was king of the Ostrogoths in
Italy. The Dialogues of Gregory the
Great' recount how Totila tested Bene-
dict’s gift of prophecy by sending his
swordbearer, Riggo, to the saint at
Monte Cassino disguised as the king.
Benedict immediately discovered the de-
ception. Then Totila visited Benedict,
prostrating himself and refusing to stand
up in spite of the saint’s entreaties. Bene-
dict blessed Totila, but not before strik-
ing terror in his heart by prophesying:
“Your evil deeds, past and present, are
many. It is time at last to refrain from sin.
You are about to enter Rome and to
cross the sea. For nine years you will
rule, and in the tenth you will die.” Gre-
gory reports that “Not long after, [Totila]
went to Rome, proceeded to Sicily, and
died in the tenth year of his reign. He lost
his kingdom and his life according to the
judgment of almighty God.” The figure
of the kneeling Totila has been compared
to that of Eustace in Diirer’s famous en-
graving of ¢. 1501 depicting the conver-
sion of the saint.?

Winkler considered this drawing
and The Self-Mortification of Saint Bene-
dict (cat. no. 15) to be copies after Diirer.

While the drawing in Darmstadt has
some weaknesses that cast doubt upon
Durer’s authorship, this sheet is certainly
from Direr’s hand. Here, gray wash re-
places the blue, green, and red water-
color used in the drawings from The Life
of Saint Benedict that Diirer is thought
to have executed first (cat. no. 11). Nev-
ertheless, King Totila Visits Saint Bene-
dict matches other drawings from Dir-
er’s hand in the calligraphic beauty of the
lines, the pronounced three-dimensional-
ity of the figures, the weightiness of the
cloth, and the powerful expressiveness
of the faces and hands. Contours and
hatching strokes are swiftly and surely
executed. As is typical for Durer, exact
symmetry is avoided in the delineation of
the features, and the upper contour of
the lips is always suggested rather than
drawn. The face of the elegant youth
standing behind Totila (perhaps Riggo}
is particularly characteristic of Durer’s
draftsmanship. It is modeled with just a
few contours and touches of wash, yet
fully rounded. The young man’s stance
calls to mind that of the youth in The
Marriage-for-Money Fool, one of Dir-
er’s woodcut illustrations for Sebastian
Brant’s Ship of Fools (Basel, 1494).> The
young man also calls to mind an ele-
gantly clad onlooker at the left of Direr’s
woodcut The Whore of Babylon (fig. 13)
from The Apocalypse, made in 1496-98
and published in 1498.* The knit brow
of the youth behind Totila gives him the
look of concentration that Durer often
captured. The winding contours of the fur
lining on Totila’s jacket anchor the figure
firmly in space. His pained expression is
adeptly rendered. In depicting Benedict’s
hands, Diirer sacrificed anatomical cor-
rectness for the sake of expressiveness of
silhouette and readability of gesture. In
execution, King Totila Visits Saint Bene-
dict is among the most masterful of Dir-
er’s series on the life of the saint.

1. Uhlfelder 1967: 22-24.
2. Bartsch 1803-21: no. 57.
3. Hitt 1971, 11: 1369.

4. Bartsch 1803-21: no. 73.
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Attributed to Albrecht Diirer

Saint Peter, Cartoon for
the Window of the
Bishops of Bamberg in
Saint Sebald’s Church in
Nuremberg

C. I§0I-2

Brush with black ink and gray wash, traces

of black chalk, color notations in black chalk,
on five sheets of cream laid paper attached
horizontally with slight overlapping on the top
join; the other joins and the lower left-hand
corner have been made up

WATERMARK

High crown surmounted by a cross (in four
pieces of paper) (very close to Briquet [1907]
1966: 48955 sec also Meder 1932: pl. 4, no. 20,
and Strauss 1974, Vi: 3285-86)

Color notations in black chalk: wieissf {(white, in
key), @ (green, in damask cloth behind Peter at
left), rfot] (red, three times, twice in cope, just
above two small keys and at Peter’s right thigh,
and once in his shoe), bflau] (blue, on cassock
above morse); undeciphered mark, perhaps
indicating the use of yellow stain {on morse).!
Notation in red, at left, just above the symbol
for green: undeciphered, perhaps indicating the
pattern to be used on the cloth behind Peter.

100.2 X 38.8 cm
London, The British Muscum
Inv. no. 1882-3-11-60

PROVENANCE
Acquired 1882 from Mr. A. Casabianca, Paris

BIBLIOGRAPHY: Schinnerer 1913: 322, fig. 7 on
pl. 78; Weinberger 1921: note 77 on 250-51;
Dodgson 1926: 35; Rottinger 1926: 86, pl. 345
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Winkler 1959: 23-24, pl. 12; Frenzel 1960:
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253; Nuremberg 1961: 112—13; Schwemmer
1961: 115-16; unsigned review of Meister um
Albrecht Diirer and Bamberger Fenster in Sele
Arte 1961-62: 57-67, especially 64~66; Schnel-
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note 241 on 104, 318; Nuremberg 19771: 389;
London 1971: 54, no. 338; Winzinger 1971: 68;
Knappe 1973: 68-69; Munich 1974: 79, under
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1986: note 13 on 525; Butts 1988: note 13 on
284; London 1988: no. 97; Butts 1990: 71,
73-75, fig. 6 on 71, notes 30—33 on 78; Scholz
1991: note 71 on 1§, note 86 on 24, notes 150~
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Saint Peter is the only surviving cartoon
for the monumental window in the east-
ern choir of the church of Saint Sebald in
Nuremberg that is called the Bamberg
Window because it was given by Veit
Truchsess von Pommersfelden (d. Sep-
tember 7, 1503), the bishop of Bamberg
{fig. 13, p. 28). The cartoon can be dated
c. r501~2 based on a record of payment
by the bishop to the glass painter, Veit
Hirsvogel, for the completed window in
the year 1502-3. The cartoon must have
been executed soon after Veit Truchsess
of Pommersfelden was consecrated on
July 16, 1501, perhaps in the months
following his visit to Nuremberg on
August 15.2 Nuremberg was in the dio-
cese of the bishop of Bamberg. And
while the city did not pay taxes to him,
his window in Saint Sebald, just to the left
of the Emperor’s Window (cat. no. 49),
was a testament to his importance there.
The window may have “belonged” to the
bishops of Bamberg since the first glazing
of the choir in the late fourteenth century.
Today the window has the added impor-
tance of being the first largely intact mon-
umental composition from the Hirsvogel
workshop.?

The patron and glass painter ap-
parently turned to Albrecht Direr to
design the so-called Bamberg Window.
The thirty-year-old Diirer, already hailed
as the Apelles of Germany,* was a logical
choice for the prestigious commission.
But be was not credited with the window
until 1961, when Karl Aldolf Knappe
identificd Saint Peter as the work of his
hand.® Knappe recognized the mind and
hand of Direr in the pulsing, rhythmic
movement and precision of the brush-
work, as well as in the adept translation

of light and shade into complex and rig-
orously controlled systems of hatching
and cross-hatching. Knappe also recog-
nized Direr’s extraordinary innovation
and skill in the inner life and powerful
psychic expression of Saint Peter and in
the stability and plastic strength of the
figure. Knappe aptly compared the head
of the Saint Peter with that of the emperor
(fig. 15) in Four Avenging Angels from
Diirer’s famous series of woodcuts, The
Apocalypse, published in 1498, and
with the head of the drummer from a
panel of the so-called Jabach Altarpiece of
about 1504 (Cologne, Wallraf-Richartz-
Museum).” Furthermore, Knappe noted
that the handling of the brush and
wash in Saint Peter is similar to that in
Diirer’s Nuremberg Lady Dressed for the
Dance (Vienna, Graphische Sammlung
Albertina, dated 1500)." The use of brush
and wash to shape the main contours
of the lips, nose, eyes, and brow also re-
calls Durer’s earlier cartoon, Saint Augus-
tine Dispensing the Rule of His Order,
C. 1496-98 {(cat. no. 10). In Saint Peter,
the greater contrast of two shades of wash
lends even more three-dimensionality to
the features.

The glass painter in the Hirsvogel
workshop was careful to follow the color
notations on Diirer’s cartoon, translating
it into a stained-glass pancl (one of six-
teen that make up the window) in a
palette of red, blue, green, and yellow
(fig. 16). The glass painter successfully
approximated Durer’s drawing in the
costume of Saint Peter. But he failed to
capture either the intense expression that
Direr brought to the saint’s face or the
fullness of the nose, lips, eyeballs, and
beard in Durer’s cartoon. This is because
the glass painter replaced Direr’s swell-
ing and tapering contours with hard
contours and shorter, straighter hatch-
ing strokes.” It was almost two decades
later, around 1518, before a glass painter
would return to Direr’s cartoon and
successfully render Saint Peter’s expres-
sion in vitreous paint on glass (Nurem-
berg, Church of Our Lady) by emulating
Direr’s flexible line.!'*

Saint Peter has been attributed to
Direr’s follower Hans von Kulmbach,
first in 1928,"" and most recently in
1993."2 But Kulmbach’s authorship of the
cartoon is not feasible since his youthful
drawings can be traced to no earlier
than ¢. 1504."% Even Kulmbach’s mature
works lack the weightiness of Durer’s
figures and the clearly defined physiog-
nomic expression of the older master.
Hartmut Scholz argued that the cartoon
was executed by an anonymous glass
painter in the Hirsvogel workshop who
also painted the head of the sainted
Emperor Heinrich in the Window of the
Bishops of Bamberg.'* The so-called

NUREMBERG

107



FIGURE I5§. Albrecht Diirer. Detail of emperor’s head from The
Four Avenging Angels. Woodcut from The Apocalypse, published
1498, 39.4 X 28.3 cm (woodblock). The Saint Louis Art Museum,
Gift of Miss Berenice C. Ballard in memory of her father and
mother, Mr. and Mrs. James R. Ballard (inv. no. 840: 1940).

Photo: The Saint Louis Art Museun.
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. There is one more possible color notation, in black chalk,

on Peter’s cassock, below the morse.

. On the commission and the date of the window, see

Knappe 1961a: 18-24.

. Scholz 1991: 61, 63.
. Konrad Celtis (1459-1508), Germany’s poet Jaureate,

compared Durer to the famous painter from the time of
Alexander the Great (356-323) in a parchment manu-
script datable to 1500. See Hutchison 1990: 68.

. Knappe 1961a.

. Bartsch 1803—21: no. 69.

. Anzelewsky 1991: no. 73.

. Strauss 1974, II: no. 1500/6.

. See Scholz (1991: 61, 63, 66) regarding the two styles

that coexisted within Hirsvogel’s workshop and within
the Bamberg Window. The glass painter who executed
the head of Saint Peter worked in a style that looked back
to Peter Hemmel. He used hard contours and stippling
to create tonal modeling in the black matt. The glass
painter who executed the head of Heinrich used a more
linear style of modeling with the point of a brush, which
emulated the graphic language of Diirer.

Scholz 1991: fig. 342 on 238.

Dodgson and Parker 1928: no. 308.

Rowlands 1993: no. 405.

On Kulmbach’s development as a draftsman, see Butts
1985: 90-130.

Scholz 1991: 66-67, 70, 349.

Knappe 1973: 68.

Scholz assigns four other cartoons to the Master of the
Head of Heinrich. The Fall of the Rebel Angels (Boston,
Museum of Fine Arts) is discussed below as the work of
Diirer from c. 1508 (cat. no. 23). Saint Leonard (Erlan-
gen, Graphische Sammlung der Universitit Erlangen-
Niirnberg; fig. 20) calls to mind Diirer’s saints in the
stained glass panels he designed for Sixtus Tucher
around 1504—5. 1 earlier assigned this work to Diirer
(1985: 175, 178, 181, 282, 287, 298—304) but find that
weaknesses in the contours and modeling suggest that

it is probably by a glass painter, after a design by Diirer,
as Scholz argued (Scholz 1991: 50-51, 79, 124, 130,
309, note 729 on 326, figs. 6o, 101). Saint Veronica
(Dresden, Kupferstich-Kabinett; Scholz 1991: 10910,
309, fig. 143 on 107), formerly attributed to Kulmbach,
and Saint Christopher (Dresden, Kupferstich-Kabinett;
Scholz 1991: 199, 233—34, note 678 on 306, 309, note
744 on 331-32, fig. 337) appear to be by a glass painter
familiar with Diirer’s graphic language. Franz Stadler
(1936: 81-82) had already noted that the Jarge, three-
dimensional figures and graspable drapery of Saint Peter,
Saint Christopher (and a version in the Staatliche Gra-
phische Sammlung, Munich), and Saint Veronica did not
fit comfortably in Kulmbach’s oeuvre. Friedrich Winkler
assigned The Fall of the Rebel Angels to Hans von
Kulmbach. He also identified Kulmbach as the artist
responsible for Saint Leonhard, Saint Veronica, and the
version of Saint Christopher in Munich (see Winkler
1942: n0s. 62, 64, and 67).

Knappe 1973: 69.
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Master of the Head of Heinrich emulated
Diirer’s graphic language with great suc-
cess in the window, using the brush to
draw and model at the same time, as
Ursula Knappe observed.?’ Still, it is dif-
ficult to imagine that anyone other than
the artist responsible for the woodcuts of
The Apocalypse and the head of a drum-
mer in the Jabach Altarpiece—namely
Diirer—could have modeled the ani-
mated features and full hair and beard of
the Saint Peter in London. The dynamic
contours and modeling of Saint Peter are
the work of one of the great draftsmen
of the Renaissance, not those of a glass
painter who was trained to skillfully
transfer the figures and compositions of
a painter from paper onto glass.’® As
Ursula Knappe has noted, presumably
cartoons like the London Saint Peter were
made for all of the figural panels. In her
opinion, Direr would have been respon-
sible for at least some of the heads in
those cartoons.'”

FIGURE 16. After a design and cartoon by
Albrecht Diirer; workshop of Veit Hirsvogel
the Elder. Saint Peter from the Bamberg
Window, 1502. Pot-metal, flashed, and clear
glass, yellow stain and vitreous paint, 105.5
X 41.5 cm. Nuremberg, Saint Sebald.

Photo: Corpus Vitrearum Deutschland, Arbertsstelle der
Akademie der Wissenschaften und der Literatur Mainz,
Freiburg i. Br.
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FIGURE 37. After a design by Albrecht Diirer; attributed to Veit Hirsvogel
the Elder. Death on Horseback Taking Aim at Provost Dr. Sixtus Tucher
Standing at His Open Grave, 1502. Pot-metal, flashed, and clear glass of a
grayish green tone, yellow stain, and black vitreous paint, 39.5 X 35.5 cm,
including lead border. Nuremberg, Germanisches Nationalmuseum (inv.

0O. MM 155).

Photo: Germanisches Nationalmuseum, Nuremberg.
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Albrecht Diirer

Design for a Stained-Glass
Trefoil with Death on
Horseback

1502

Pen and grayish black ink; border and inscription
in pen and brown ink; corner details in grayish
black ink, on cream laid paper, border cut out
and reattached after inscription

WATERMARK
A cardinal’s hat (Briquet [1907] 1966: no. 3404)

False Direr monogram in pen and black ink
below, left of center; inscribed in border in

pen and brown ink: CAVE MISER ¢ NE

MEO TE CONFIXVM e TELO ¢ IN HOC
TETR[IC]O COLLOCEM FERETRI LECTO:
ANNO-e®195002 (Take care, unfortunate one,
that T do not lay you, pierced by my arrow, on
this hard bed of the funcral bier:t502)

38.7 X 31.2.Ccm

Hannover, Niedersachsisches Landesmuseum
Hannover

Inv. no. z. §

PROVENANCE
Culemann collection, Hannover

BIBLIOGRAPHY: Térey 1894: no. 88; Tércy
1894-96: pl. 99 and appendix to vol. 3: xcix,
no. 47; Schmitz 1923: 8; Schilling 192.5:
unpaginated introduction; Lippmann and
Winkler 1883-1929, vi: no. 704; Beenken
1928: 1153 Buchner 1928a: so0; Nuremberg
1928: no. 192; Tietze and Tietze-Conrat 1928 -
38, 1: 374; Zimmerman 1928: 95; Flechsig
1928-371, 11: 435; Winkler 1936-39, 1: no. 213,
Panofsky 1943: no. 880; Winkler in Thicme and
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118, 120; Frenzel 1961: 38-39, fig. 25 Grote
1961: 74-75, fig. 37; Nuremberg 1961: 222
Oettinger and Knappe 1963: 8o, note 357 on
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Albrecht Diirer

Design for a Stained-Glass
Trefoil with Sixtus Tucher
at His Open Grave

Pen and grayish black ink, parts of the figure
redrawn in pen and brown ink, border in pen
and brown ink, on cream laid paper; drawing is
laid down on a second sheet of cream laid paper

WATERMARK

Cardinal’s hat (almost identical with Briquet
[1907] 1966: 3404); second sheet has arms of
Nuremberg (Briquet [T907]} 1966: 921; Meder
1932: pl. 30)

False Diirer monogram in black chalk, bottom
center; inscribed “ere5002” in border at left in
pen and brown ink

29.5 X 28 cm; cut out in the form of a trefoil
and laid down on a second sheet measuring 31.§
X 26 cm; window mounted on a thick sheet of
cream laid paper

Frankfurt am Main, Graphische Sammlung im
Stadelschen Kunstinstitut

Inv. no. 15667

PROVENANCE
Acquired 1935 from the Johann Friedrich
Lahmann collection, Dresden (Lugt 1956: 1656c)
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and Knappe 1963: 80; Wille 1967: 14; Frankfurt
1971: no. 243; Hiitt 1971, 1: 245; London 1971:
12; Nuremberg 1971: 391; Knappe 1973: 77;
Schilling and Schwarzweller 1973: 86, pl. 18;
Strauss 1974, VI: no. XW 214; Anzelewsky 1980:
110; New York and Nuremberg 1986: 286-89,
fig. 128.

The design for a stained-glass trefoil de-
picting Death on Horseback was first
published by Gabriel Térey, who attrib-
uted it to the young Hans Baldung.!
Ernst Buchner? and Hermann Beenken?
also assigned the drawing to Baldung,
while Eduard Flechsig* gave it to the
master responsible for twelve designs for
a stained-glass cycle on The Life of Saint
Benedict (cat. nos. 11-17). (Flechsig
identified the so-called Benedict Master
as Hans Schiufelein. The Benedict Mas-
ter is now almost universally recognized

NUREMBERG

as Diirer.) Ernst Zimmerman® and Er-
win Panofsky® also attributed Death on
Horseback to the Benedict Master. It
was Friedrich Winkler who argued most
vehemently that Diirer made the drawing
in Hannover and its pendant in Frank-
furt, depicting the Nuremberg patrician
Sixtus Tucher at His Open Grave, with
the church of Saint Lawrence in the back-
ground.” Winkler’s opinion that these
sheets are among Direr’s most grandi-
ose drawings is now rarely doubted.® As
Winkler noted, Diirer provides a clear,
transparent model for the glass painter,
avoiding cross-hatching as much as pos-
sible without forgoing his characteris-
tically lively, swelling and tapering pen
strokes and calligraphic line work. Fur-
ther, Winkler observed, lightness and
suppleness of touch are balanced with
power and grandeur in the drawings in
Hannover and Frankfurt.

The designs, commissioned by
Dr. Sixtus Tucher (1459-1507) around
1502 (the date in the inscription on
both drawings), were made into two
slightly larger trefoils (figs. 17-18) in the
Hirsvogel workshop. Presumably the tre-
foils were set into Butzenscheiben (bull’s-
eye panes) in the scholar’s study in his
country house near what is today the
Grasergasse.® A doctor of jurisprudence
and canon law, Tucher studied in Heidel-
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berg, Padua, and Pavia before finishing
his studies in Bologna and Paris. He was
professor of jurisprudence and rector of
the university in Igolstadt before replac-
ing his cousin Dr. Lorenz Tucher (1447—
1503) as provost of the church of Saint
Lawrence in Nuremberg in 1496. Sixtus
Tucher served as provost until 1504, also
undertaking diplomatic missions for the
Emperor Maximilian 1. He acted as spit-
itual advisor to Willibald Pirckheimer’s
sister Caritas, abbess of the convent of
the Poor Clares in Nuremberg, and to his
cousin, the prioress Apollonia Tucher,
who lived in the same convent. Rainer
Kahsnitz noted that Sixtus Tucher’s forty
letters to the two nuns “are impressive
testimony to his deep piety, theological
erudition, and spiritual outlook, shaped
by Humanist thinking.”'® From 1504
until his death on October 24, 1507,
Tucher lived in his country home near
the Carthusian monastery. There he
devoted himself to scholarship. His hope
of encouraging classical studies by found-
ing a school of poets directed by the poet
laureate of the Holy Roman Empire,
Konrad Celtis (1459-1508), was unreal-
ized when Tucher died at the age of
forty-eight.

The trefoils after Durer’s designs,
now in the Germanisches Nationalmu-
seum in Nuremberg, belong to a vast



number of late-medicval memento mori.
But, as Rainer Kahsnitz observed, here
Death is not simply threatening all of
mankind or a representative of a station
of society, as was typical of Dance of
Death imagery. Instead, the words in
the inscription around Diirer’s figure of
Death, like Death’s arrow, are directed at
an individual.”? Death threatens: “Take
care, unfortunate one, that I do not lay
you, pierced by my arrow, on this hard
bed of the funeral bier.” Tucher, who
probably penned the inscriptions himself,
replies to Death in the words surround-
ing the trefoil on which he is portrayed:
QVID o MI[NARIS QVJOD o HOC
MONENTE o SEPVLCRO: ECIAM e
SIe VELIS «CAVERE o NEQVO: (Why
threaten me with this waiting grave,
against which, even if you wished it, |
cannot defend myself). Theodor Volbehr
recognized mankind’s awakening self-
consciousness in Tucher’s composed re-
action, so different from the fear shown
in medieval Dances of Death.'?

The drawing in Frankfurt and the
related trefoil in Nuremberg are the only
known portraits of Sixtus Tucher made
during his lifetime.’* Diirer’s powers of
observation are apparent in the head of
Tucher, in which the artist redraws con-
tours to render the features precisely, and
in the fur almuce over Tucher’s shoul-
ders, which identifies him as a provost.
Diirer’s attention to detail is also seen in
the townscape, the nails in the horse’s
hooves, the strength with which Death
grips his weapon, the skin that covers
Death’s bones like a garment, and the
hatching strokes in the horse’s neck,
which emphasize the downward thrust
of the creature’s head. The forms are ori-
ented to the picture plane, as is ap-
propriate in designs for stained glass.
Nevertheless, there is a grasp of linear
perspective in the depiction of objects
like the stretcher and in the buildings
behind Tucher.

The glass painter carefully trans-
ferred Direr’s detailed and subtle draw-
ings to glass. Traces of red beneath the
painted contours suggest that he may
have made a preliminary drawing on the
blank glass.'"* Sanguine, applied to the
verso of the panel depicting Tucher, was
used for the houses, roofs, and shading
of the darker parts of Tucher’s clothing.
Yellow stain was loosely brushed onto
the verso of part of the blue glass (not
badgered or blended with a soft brush
called a badger blender) to create a shade
of green. The composition is articulated
on the recto using gray matt and black
trace lines. Fine wire tools were employed
to create tonal variations in the wash (on
scratch-stippling, see Peter van Treeck’s
essay), and highlights in the form of light
contours were scratched into the matt

FIGURE 18. After Albrecht Diirer; attributed to Veit Hirsvogel the
Elder. Sixtus Tucher Standing at His Open Grave, 1502. Pot-metal,
flashed, and clear glass of a grayish green tone, yellow stain, and black
vitreous paint, 39.8 X 34.6 cm, including lead border. Nuremberg,

Germanisches Nationalmuseum (inv. no. MM 156).
Photo: Germanisches Nationalmuseum, Nuremberg.

with a pointed object. While the glass
painter failed to capture some of the idio-
syncrasies of Tucher’s features, his con-
certed effort to emulate the complexity of
Direr’s design is evident from the de-
tailed modeling of Tucher’s hands and the
complicated glass cuts, like those used to
form the horse. Rainer Kahsnitz'S and
Rudiger Becksmann ¢ identified the glass
painter responsible for the trefoils as Veit
Hirsvogel the Elder, while Hartmut
Scholz!'” identified him with the mas-
ter responsible for the head of Bishop
Philip von Henneberg in the so-called
Bamberg Window in Saint Sebald (fig. 13,
p. 28). In the absence of signed works by
Veit Hirsvogel the Elder, it is impossible
to reach a conclusion. What can be said
is that the trefoils are by the most tal-
ented glass painter in Nuremberg around
1502.'% Durer’s compositions were ap-
parently much admired. Heinrich Kohl-
haussen noted that around 1515 the
figure of Death on horseback and wield-
ing a bow and arrow was engraved on a
small shield belonging to Emperor Maxi-
milian."
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. Térey 1894-96: pl. 99. Friedrich Winkler (1936-39,

i: 148) noted that he lists the drawing under works at-
tributed to Baldung but not by his hand in volume 11
(no. 47).

. 1928a: 500.
. 1928 118,

1928-31, II: 435.
1928: 95.
T943: no. §8o.

. Winkler 1936-39, 1: nos. 213-14.
. Walter Strauss (1974, vt: no. Xxw 213) and Ridiger

Becksmann (Stuttgart 1988: no. §7.1) assigned the sheet
in Hannover and its pendant in Frankfurt to the work-
shop of Diirer. Rainer Schoch (New York and Nurem-
berg 1986: no. 116) gave the drawings to the “Circle

of Albrecht Diirer (Benedict Master).”

. Provenance: residence of Provost Dr. Sixtus Tucher, Gra-

sersgasse (old numbering Lorenz 951), Nuremberg, sold
by the Tucher family (1833), purchased at auction by A.
Pickert, in Nuremberg, from whom they were acquired
by the Germanisches Nationalmuseum by 1884.

. New York and Nuremberg 1986: no. 117. The letters

were published by Christoph Scheurl of Nuremberg in
1515 under the title Vierzig Sendbriefe. On Tucher, sce
also Hans Otto Keunecke's biography in Imhoff 1984:
69—70, which gives 1503 as the year he resigned as
provost.

. Ridiger Becksmann (Stuttgart 1988: fig. 57.2) illus-

trated a panel for which Henry Williams, vicar of Stan-
ford on Avon (d. r501), made provisions in his will,
dated April s, 1500. The painted glass roundel depicts
Death shooting an arrow at a kneeling male figure in
academical dress. See also Marks 1974: 273.

Volbehr 1887-89: 106.

For a posthumous print depicting Tucher, sce Nuremberg
1982: no. 127, fig. 28.

. The authors would like to thank Peter van Treeck {condi-

tion report, 1998) for sharing this observation and other
details about the technique used by the glass painter re-
sponsible for the trefoils.

. New York and Nuremberg 1986: no. 117.
. Stuttgart 1988: no. §7.

17. 1991: 192-93, 198§.

18. Winkler (1936~39, 1: 148) noted that the same person

was responsible for the inscriptions on the drawings in
Frankfurt and Hannover and on the drawing for a roun-
del with Saint Benedict in Washington, D.C. (sce cat. no.
11, note 4). Perhaps the drawing in Washington, D.C.,
is by the talented glass painter who made the trefoils.

. Kohlhaussen 1970: xxxvi, as cited in New York and Nur-

emberg 1986: 289. See Innsbruck 1969: no. 217, fig. 36.
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After Albrecht Diirer, workshop
of Veit Hirsvogel the Elder

22

After Albrecht Diirer, workshop
of Veit Hirsvogel the Elder

The Annunciation; Trefoil
Heads and Tracery Lights
with Flower and Fruit
Ornament, Owls, and
Birdlike Animals; God
the Father

C. I504-5§

Pot-metal, flashed, and clear glass, yellow stain,
and black vitreous paint

CONDITION

Several cracks, glued; some original leading in
tracery, otherwise modern; painting partially
reduced on recto, heavily washed off on verso

149.5 X 93.7 cm {overall measurement including
wooden frame); rectangular panels each 79.5 X
33.5 cm without frame

Nuremberg, Museen der Stadt Nirnberg, Mu-
seum Tucherschloss

PROVENANCE

Residence of Provost Dr. Sixtus Tucher,
Grasersgasse (old numbering Lorenz 951),
Nuremberg, Garden Chapel; Baron Bibra,
1830s; Eugen Felix; Christoph Frejherr von
Tucher, Nuremberg

BIBLIOGRAPHY: Reindel and Losch 1833: 73;
Gessert 1839: 124; Eye and Borner 1880:150;
Nuremberg 1906: no. 168; Oidtmann 1907: 12;
Schinnerer 1909-10: 244, 246; Schmitz 1973, I:
14647, fig. 237 on 146; Winkler 1959: 8o,
Knappe 1960: 186; Grote 1961: 76, pl. 54;
Stafski 1985: 79-80, fig. 8; Scholz 1991:74-78,
285, figs. 93, 96, 280; Strieder 1993a: 735.

NUREMBERG

Saints Andrew and Pope
Sixtus II; Trefoil Heads
and Tracery Lights with
Flower and Vine

Ornament and Owls;
Head of Christ

C. I§504—5

Pot-metal, flashed, and clear glass, yellow stain,
and black vitreous paint

CONDITION
Two losses in Saint Andrew, cusped arch above
Saint Sixtus severely damaged

117.6 X 78 c¢m {overall}; Saint Andrew: 78 X
36.5 cm; Saint Pope Sixtus: 79 X 36 cm

Glendale, California, Forest Lawn Memorial-
Park Association, on permanent display in the
Forest LLawn Museum

Inv. no. s.7.6

PROVENANCE

Residence of Provost Dr. Sixtus Tucher,
Grasersgasse {old numbering Lorenz 951},
Nuremberg, Garden Chapel; Baron Bibra,
1830s; Eugen Felix; Christoph Freiherr von
Tucher, Nuremberg; A. Seligmann, Rey & Co.,
New York, to 1 June 1929; William Randolph
Hearst, Los Angcles, to 1954

BIBLIOGRAPHY: Reindel and Lésch 1833: 73;
Gessert 1839: 124-125; Eye and Borner 1880:
150;' Nuremberg 1906: no. 167; Oidtmann
1907: note 20 on 12; Schinnerer 1909—10: ill.
On 240, 244, 246; Schmitz 1913, I: 146-147;
Winkler r959: 80; Knappe 1960: 186; Corpus
Vitrearum Checklist 111 1989: §5-56; Butts
1990: note 28 on 77-78; Scholz 1991:74-78,
238, 285, 308, fig. 94; Strieder 1993a: 735; Fitz
[99§: NOte 62 On §4.

About two years after Provost Dr. Sixtus
Tucher commissioned two trefoils after
designs by Diirer for the study of his
country residence in Nuremberg (cat.
nos. 19—20), he apparently engaged the
artist to make larger stained-glass win-
dows, almost four feet in height, for the
Garden Chapel of the same residence.
The house to which Tucher retired in
1504 was probably destroyed shortly
after 1834. But a written description of
1833 evokes the beauty of the setting and
of the chapel: “In a remote part of the city,
almost in cloistered solitude, the wan-
derer finds the house described above
and in the house a small house chapel
from around the end of the fifteenth cen-
tury. The chapel is decorated with two
large windows and, in the choir, with five
smaller ones, all adorned by the most
beautiful stained glass, so that the tiny,
well-conceived chapel captivates the one
who enters with its magical charm.”2 The
appearance of the chapel is preserved
in a late-eighteenth-century watercolor
{(fig. 19). The Annunciation and Sainis
Andrew and Pope Sixtus 1 are the
stained-glass windows at the center and
far right of the five-sided choir. They
flank a lost window with Saint Jerome at
the left and coats of arms at the right.?
The window just to the left of The An-
nunciation, depicting The Madonna of
Sorrows and perhaps Saint Nicholas, is
preserved in Wilton Church, Great Brit-
ain.* Like The Annunciation and Saints
Andrew and Pope Sixtus 11, these two
windows appear to have been designed
by Diirer. The leftmost window, depict-
ing The Madonna and Child at the left
and Saint Sebastian at the right, is pre-
served in Schloss Fiirstlich Drehna. It ap-
parently predates Diirer’s drawings.’

In The Annunciation, a majestic
Archangel Gabriel approaches the de-
mure Mary with the news that she will
bear God’s special child. The dove of the
Holy Spirit hovers above her, while God
the Father looks down and blesses her.
The lilies of the valley symbolize the
promise of new life for mankind through
Jesus. The open book symbolizes Mary
as Sophia or Wisdom, as well as her fore-
knowledge of her son’s death on behalf
of mankind. The symbolism is carried
through in the ornament above. What is
apparently an open pomegranate repre-
sents the Resurrection, when all tombs of
the dead will be opened. Another plant
is presumably a thistle, which symbol-
izes Christ’s sufferings. The owl seated on
branches that birds hold in their beaks
represents Christ sacrificed as a decoy to
the devil in order to save humanity. In
Diirer’s time, bird catchers used owls as
decoys to catch small predatory birds.
The owl decoy was placed before a straw
blind. Branches smeared with a gluti-



FIGURE 19. Interior Room of the Chapel of the Tucher House in the Grasergasse, late eighteenth century. Watercolor in Tuchersche Monumenta,
Stadtarchiv Nurnberg (inv. no. £ 29, 117).
Photo: Stadtarchiv Niirnbery,.

nous substance extended from the blind
and caught the birds as they attacked the
owl. The mood of The Annunciation is
celebratory. The bright palette is domi-
nated by gold, created by painting yellow
stain on the verso of the glass. Damask
{green, blue, and yellow),* velvet, and
jewels are abundant, and the garments of
Mary and Gabriel are full and flowing.

In  Saints Andrew and Pope
Sixtus 11, red and purple accent a palette
dominated by blue, green, and yellow.
The sweeping landscapes behind the
saints are among the most beautiful in
the medium of stained glass. Here, Diirer
realizes an ambition to achieve spacious-
ness in the landscape settings of stained
glass, an aspiration apparent already in
his design for stained glass Saint George
Fighting the Dragon, c. 1496 (cat. no. 9).
The donor’s name saint, Sixtus II, was
pope and a Christian martyr (d. 258). He
is recognizable by his papal tiara and
sack of money. He is often depicted with
Saint Lawrence, patron saint of Nurem-
berg. According to legend, before going
to prison, Sixtus gave Saint Lawrence
{d. c. 258) all the treasures of the church
so that they would not come into the

hands of the Emperor Valerian (d. 260)
but instead be distributed to other con-
gregations and to the poor of Rome.”
Andrew, the first to follow Christ (John
1:40~41), is shown with his attribute,
the cross on which he was crucified. In
the arch above are the head of Christ,
owls (one destroyed), and vines, sym-
bolic of Christ as the “true vine”
(John 15: 1, 5, 8) and of the Eucharist.
The keen interest in plants and animals,
studied from nacure, is typical of Diirer’s
work in the first years of the sixteenth
century, notably in the watercolors The
Madonna with a Multitude of Animals,
¢. 1503 (Vienna, Graphische Sammlung
Albertina)® and the famous Young Hare,
1502 (Vienna, Graphische Sammlung
Albertina).®

Diirer’s drawings for The Annun-
ciation and Saints Andrew and Pope
Sixtus 11 have not survived. But his au-
thorship is apparent in the fully modeled
faces; the swelling and tapering contours
defining the nose, lips, cheeks and chin;
the strong, expressive hands; and the
thick, rhythmically falling hair.’® The
almost sculptural figures and abundant
drapery are paralleled in Durer’s wood-

cuts from around 1505, for example,
Christ Taking Leave from His Mother
from The Life of the Virgin'' and Saints
Stephen, Pope Sixtus 11, and Lawrence.'?
Diirer may even have executed cartoons
for The Annunciation and Saints Andrew
and Pope Sixtus 1. These would have
resembled the cartoon depicting Saint
Leonard in Erlangen (fig. 20)."* Hart-
mut Scholz dated the Annunciation
and Saints Andrew and Pope Sixtus 11
¢. 1504-5, finding support for the date
in the glass painter’s technique.'* He
noted that the head of Andrew recalls
that of Emperor Heinrich in the Bamberg
Window in Saint Sebald in Nuremberg,
1502 (fig. 13, p. 28), while the head of
Sixtus recalled that of Bishop Philip von
Henneberg in the same window (see cat.
no. 18).

The Annunciation and Saints An-
drew and Pope Sixtus 1 were clearly
made by one of the finest glass painters in
workshop of Veit Hirsvogel the Elder.
They represent a tour de force of the glass
painter’s technique. The glowing palette
was achieved by using several colors of
glass—red, purple, bright and medium
blue, bright green, and rose—in addition

NUREMBERG
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to clear glass (as white). The glass cuts
are complicated in places. The red coat-
ing of the flashed glass of Sixtus’s cassock
is laboriously ground away to expose the
clear glass beneath and thus to create a
damask pattern. Yellow stain is used to
achieve a range of color from bright yel-
low to gold. Painted on the back of blue
glass, yellow stain also creates a shade
of green in the landscape. The recto of
the windows is painted in gray matt and
black trace lines, the former worked with
sharp tools to create tonal effects. (On
scratch stippling and scratch etching,
see Peter van Treeck’s essay.) A pointed
object was employed to scratch out lin-
ear highlights, most notably in the hair
of the figures.!s Both hatching and cross-

JO.

11
. Bartsch 1803—21: no. 108. Eva Fitz (1995: note 62 on

13.

14.
15,

. As collection Minutoli, no. §35.
. Author’s translation from Reindel and Lésch 1833: 73.
. Two stained-glass panels now in Nuremberg’s Church of

Our Lady are later versions of Saint Jerome and Saint
Andrew, dating from 1518 and c. 1516, respectively. See
Scholz 1991: 238-39, figs. 343-44.

. Scholz 1991: 74-78, note 554 on 263, fig. 95 on 8o,

and 365 on 2535.

. The authors would like to thank Hartmut Scholz for

bringing their attention to The Madonna in Glory and
Saint Sebastian from c. 1490. See Fligge 1998: 116,
120, 122, ill. on 117. Marina Fliigge, as Hartmut Scholz
pointed out, dates the panels too late (1504-5). On

p. 16, Flugge also mentions small fragments and panels
with coats of arms of Nuremberg families, including sev-
eral belonging to the Tucher and one belonging to the
Imhoff. Hartmut Scholz kindly identified these with the
panel in the Tucher chapel to the right of Saint Jerome.

. The damask pattern is the same that that used in the

Bamberg Window (fig. 13 in Hartmut Scholz’s essay).
See Scholz 1991: 284-85.

. On a drawing by Hans von Kulmbach for a quatrefoil

with Saint Sixtus and a quatrefoil after Kulmbach’s de-
sign with Saint Lawrence, see Landolt 1962, especially
34, fig. 3 on 35, 36, 40, 42, and fig. 7 on 43.

. Strauss 1974, 11: no. 1503/22.
. Strauss 1974, 11: no. 1502/2. On Diirer’s studies of plants

and animals, see Vienna 1985s.

Johannes Schinnerer (1909—10: 244, 246) assigned the
windows to an unknown pupil close to Diirer. Friedrich
Winkler (1959: 80, 103) attributed them to Hans von
Kulmbach but assigned no date. Ludwig Grote {1961: 76)
accepted the attribution to Kulmbach and dated the win-
dows 1517 based on an incorrect reading of a document,
as noted by Hartmut Scholz (1991: note 190 on 75 and
78}, who credited Diirer with designing the panels.
Bartsch 1803-21: no. 92.

54) also compared the panels of the Tucher chapel to
Saints Stephen, Pope Sixtus 11, and Lawrence.

Circa 15045, brush with gray and black ink and

pink watercolor on three sheets of cream laid paper,
two with watermarks (Scale with Star, Briquet [1907]
1966: nos. 2536, 2541), 78.8 X 33.5 cm, Erlangen,
Graphische Sammlung der Universitdt, inv. no. B 151.
In 1985, [ attributed the cartoon to Durer (Butts 1985:
175, 178, 181, 282, 287, 298~304, fig. 260). But Hart-
mut Scholz (1991: 50-51, 79, 124, 130, 309, note 729
on 326, figs. 60, 101) may be correct in assigning Saint
Leonard to a glass painter. (He attributes it to the glass
painter responsible for the head of the Emperor Heinrich
in the Bamberg Window [see cat. no. 18].) The delicately
modeled head and expressive hands are characteristic
of Diirer. (Compare the hand and book to those in Diir-
er’s painting Christ Among the Doctors, 1506 [Thyssen-
Bornemisza Collection, Anzelewsky 1991: no. 98].) But
the heaviness of the black contours and awkward pas-
sages, including the poorly foreshortened base, suggest
a glass painter copying a drawing or cartoon by Durer.
Scholz 1991: 74-78, 198.

The authors would like to thank Peter van Treeck for
his detailed technical description of the window in the
Museum Tucherschloss; at the time of writing, such a
detailed description was not available for the window
in the Forest Lawn Museum. Peter van Treeck noted
that in Saints Andrew and Pope Sixtus 11, thin brown-
ish and grayish white glazes are painted on the verso

to enhance the modeling of the forms on the recto. A
somewhat thicker brownish film is painted on the verso
of the rose-colored glass of the prie-dieu.
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hatching are used, which, Hartmut
Scholz noted, is more typical of smaller
stained-glass panels. Virtually all the
techniques at the glass painter’s disposal
were used in producing the windows
of Sixtus Tucher’s chapel, and they are
among the masterpieces of German Re-
naissance glass painting. 23

Attributed to Albrecht Diirer

The Fall of the Rebel
Angels

c. 1508

Brush and black and gray wash on darkened
cream laid paper, laid down on a second sheet

WATERMARK
Bull’s head with caduceus (similar to Meder
1932: no. 84)!

31.8 X 42 ¢cm

Boston, Museum of Fine Arts, Harvey D. Parker
Collection

Inv. no. 1897.623

PROVENANCE

Purchased 1897 as part of the Henry F. Sewall
Collection (Lugt 1921: 1309), with funds
provided by Harvey D. Parker

BIBLIOGRAPHY: Dodgson 1930: 42-43, pl. 23;
Musper 1953: 185-86, note 94 on 335; Winkler
1957: 250; Winkler 1959: 2324, pl. 13; Fren-
zel 1960: 206, fig. 10 on 207, note 16 on 210;
Knappe 1960: 186; Frenzel 1961: 56; Knappe
1961a: 98; Knappe 1961c: 253; Nuremberg
1961: no. 210, pl. 38; Oettinger and Knappe
1963: 72, note 391 on 113; Swarzenski 1972:
note 1 on 119; Knappe 1973: 77; Austin 1983:
no. 35; Butts 1985: 175, 181-82, 289-94,

fig. 255; Butts 1986: note 13 on 525; New

York and Nuremberg 1986: no. 160; London
1988: 129; Butts 1990; Scholz 1991: note 71 on
15, 122—24, fig. 164 on 125, 130, 309; Strieder
1992: 88, fig. 11 on 90, note 13 on 1023, I04;
Rowlands 1993, 1: 82, under no. 174, and 190,
under no. 405; Strieder 1993a: 734-135.

This drawing is a cartoon for one of five
lost stained-glass windows, originally in
the chapel of the Twelve-Brothers House
in Nuremberg. This charitable home
was founded by Matthdaus Landauer (d.
1515), the proprietor of a brass foundry
in the city, in order to care for twelve
aged and impoverished artisans. Its
chapel (fig. 23)? was built between 1506
and 1507 under the direction of Hans
Behaim the Elder (1455/60-1538). The
decoration of the chapel was entrusted to
Diirer and included the famous altarpiece
he painted for the eastern choir, The Ad-
oration of the Trinity (Vienna, Kunst-
historisches Museum).? In 1508, Diirer
made a drawing to show Landauer his
plans for both the painting and its
sculpted frame (Chantilly, Musée Condé;
fig. 24).* The wood frame, now in the
Germanisches Nationalmuseum in Nur-
emberg, depicts The Last Judgment and
bears an inscription reading: “Matthius
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Landauer has finally completed the house
of worship of the twelve brethren to-
gether with the charitable foundation
and this panel, after Christ’s birth, the

5 0: e/ I(.' B
R
;& 0 . s s The rectangular chapel, measuring
: ‘%‘ ‘A W ‘\lﬂ r
‘. 3"."' s L — 34
ol . Ve

9.52 by 10.64 meters, is divided by two
spirally grooved columns and covered by
a ribbed vault.® It was consecrated to the
Holy Trinity and to the community of
saints. This was reflected not only in the
subject of Diirer’s altarpiece but also in
the three arched windows above it on the
eastern wall, which told the story of re-
demption from left to right in a continu-
ous frieze. The triple lancet at center
depicted The Holy Trinity (fig. 22). The
double lancet at left represented The Fall
of the Rebel Angels and the Sacrifice of
Isaac (fig. 21), the latter subject being a
prefiguration of God’s sacrifice of His
own Son on the cross to redeem mankind
from sin and death. The double lancet at
right showed The Landauer Family Pre-
sented by Angels and the Wise and Fool-
ish Virgins before God the Father (at the
110 {me Last Judgment). The Latin inscription on
- ; ) The Fall of the Rebel Angels and the
ﬂﬂyuuhllS Dimm i [ ' ' | Sacrifice of Isaac warned the worshipers
: not to be prideful and counseled them to
place their trust in God,” that is, to avoid

FIGURE 21. After designs and cartoons by Albrecht Diirer; workshop of Veit Hirsvogel the

Elder. The Fall of the Rebel Angels and The Sacrifice of Isaac, ¢. 1508. Pot-metal, flashed, and the mistake of the angels who rebelled
clear glass, yellow stain, and vitreous paint, each panel 9o X 43 cm. Formerly Berlin, Kunst- against God and to follow the example
gewerbemuseum; destroyed during World War 1. of Abraham, who would have sacrificed

Photo: Schmitz 1913, 1t: nos. 240 and 241, pl. 39.
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FIGURE 22. After designs and cartoons by Albrecht Diirer; workshop of Veit Hirsvogel the Elder. The Holy Trinity, c. 1508. Pot-metal, flashed
and clear glass, yellow stain, and vitreous paint; central panel 9o X 46 cm; left and right panels 9o X 43 cm. Formerly Berlin, Kunstgewerbe-
museum; destroyed during World War 11.

Photo: Schmitz 1913, I: nos. 235-237, pl. 37.
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even his son when God commanded
him to do so. The two stained-glass win-
dows of the chapel’s northern and south-
ern walls depicted the evangelists, apos-
tles, and Church Fathers in attendance.
The narrative scenes were framed by
plant and animal motifs that recalled
The Annunciation and Saints Andrew
and Pope Sixtus 11 (cat. nos. 21-22),
which Diirer had designed for Sixtus
Tucher ¢. 1504 -5. Each of the three pan-
els of The Holy Trinity was dated 1508,
and the remaining windows of the chapel
were presumably also completed in 1508
or shortly thereafter.® Removed between
1800 and 1820 and purchased by the
Duke of Sagan, the windows had by 1891
made their way into the collection of the
Kunstgewerbemuseum in Berlin, where
they remained until they were destroyed
during World War 11.%

The Jost windows of the chapel of
the Twelve-Brothers House were highly
prized by the patron. While Landauer
did not mention Diirer’s altarpiece in
the rules he established for the charitable
home, he did require the brothers to
care for the windows in the chapel and
those he had commissioned for the
church of Saint Aegidius in Nuremberg.'"
Four hundred years later, in 1913, Her-
mann Schmitz called the cycle of win-
dows the principal work of glass painting
of the late Gothic and Renaissance peri-
ods in Nuremberg.!' He asserted that the
designs and, “in the most accomplished
parts,” the lost cartoons for these win-
dows must have been done by Diirer
himself. Schmitz was so impressed with
the windows that he thought Diirer
might even have participated in painting
them.*? Schmitz also praised the color of
the windows, which, he noted, must have
echoed the fiery tonality of the altarpiece
below: “In The Fall of the Rebel Angels,
a white host of archangels hovers above
the devils, whose bodies are held in
clouded green and pale red glass. The
leader of the dragons is in pale red flashed
glass. The vague luster of his body owes
to certain parts being more thinly cov-
ered or left white.” '3

The fragment of a cartoon in Bos-
ton for the central portion of the left half
of the window The Fall of the Rebel
Angels and the Sacrifice of Isaac, was
first published by Campbell Dodgson.'*
Dodgson apparently assumed that Diirer
made an overall design for the window
resembling his drawing of The Fall of the
Rebel Angels in London (cat. no. 24).'"
But he considered the faces of the angels
in the cartoon “tame and conventional”
and ascribed it to Durer’s workshop or
the glass painter. Friedrich Winkler at-
tributed the drawing to Durer’s follower
Hans von Kulmbach,'® a view that was
generally accepted until 1985, when I first

assigned the drawing to Durer.'” Peter
Strieder found my arguments against
ascribing the sheet to Kulmbach more
convincing than my proposal of Diirer’s
authorship.’® Hartmut Scholz ascribed
the cartoon to a glass painter in the work-
shop of Veit Hirsvogel the Elder.’ He as-
signed several more cartoons to the same
artist, including Saint Peter (cat. no. 18)
for the Bamberg Window, 1502, in the
church of Saint Sebald in Nuremberg.??

On the basis of the cartoon in
Boston it can be argued that Hermann
Schmitz was correct in asserting that
Landauer paid Durer not only to paint
the altarpiece for the All Saint’s Chapel,
to design the frame of the altarpiece,
and to design the stained-glass win-
dows but also to execute at least some
of the cartoons. The cartoon for The Fall
of the Rebel Angels, like Saint Peter,
seems to be by Diirer’s hand. Like the
drawing in London, the Boston cartoon
is characterized by a precision and rhyth-
mic movement of brushwork that are
characteristic of Direr. Contours swell
and taper, lending plastic strength to the
angels’ features. Rhythmically repeated
curves describe the various textures of
clouds, draperies, angels’ wings, hair,
and even the scaly belly of the van-
quished dragon. The careful integration
of black and gray washes contributes to
the illusion of depth. The compact,
almost high-relief group of figures in
Direr’s fragmentary cartoon recalls the
painting of Christ Among the Doctors
that he made in Italy in 1506 (Thyssen-
Bornemisza Collection).?® The ideal
youthful types of the angels in the Boston
cartoon may be compared to the head
of the twelve-year-old Christ in Christ
Among the Doctors and reflect the im-
pactof Direr’s second Italian trip. In both
the cartoon and painting, the drama
turns on the contrast between idealized
beauty and caricatured ugliness, a lesson
Diurer had only recently learned in Italy
from the work of Leonardo da Vinci.
With the Boston cartoon, Diirer incorpo-
rated the newest lessons of the Italian
Renaissance into his work in the medium
of stained glass.

Fi

GURE 23. Interior of the Chapel of the
Twelve-Brothers House in Nuremberg, fac-
ing east, pre-World War 11 photograph show-
ing copies of the original stained-glass panels.
Photo: Art Resource, NUY.
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. T would like to thank Efizabeth Lunning for making the
beta radiograph of the watermark, which is iflustrated
in Butts rgg0: fig. 9 on 75.

. Fig. 23 shows a view of the castern wall with copies of
the original stained-glass windows. The chapel, badly
damaged during World War 11, has since been restored.
But there is no trace of the copies of the stained-glass
windows.

. Anzelewsky 1991: no. 118. On the chapel and its decora-
tion, sce Strieder 1992. On Matthius Landauer, sce also
Joachim Ahlborn’s biography of “Markus u. Matthius
Landaucr” in Imhoff 1984: 36-37.

. Strauss 1974, 11: no. 1508/23.

. The frame’s sculptor has not been identified. Jorg Ras-
mussen {1974 30—32, note 64 on 105) argued that
Diirer certainly made very precise designs (now lost)
that would have been similar to those of ¢. 1510 for tomb
reliefs in the chapel of the Fugger family in Saint Anna in
Augsburg (Strauss 1974, 111 nos. 1510/20-1510/22).

. Ishould like to thank Matthias Mende for pointing
out that Direr discussed spirally grooved columns in
his Manual of Measurement, published in Nuremberg
in 1525, and could have played a rolc along with
Behaim as architect of the chapel.

. On the inscription, sce Austin 1983: 131,

. Peter Strieder (1992: 88) grappled with the fact thar the

portrait of Landauer in the window that was to the right

on the eastern wall of the chapel scems to have been based

on the drawing Direr made of the patron, dated 1511,

and used as a study for Landauer’s portrait in the altar-

piece (Strauss 1974, 1: no. 15 01/17). Strieder raised the
question of whether the donor’s head could have been set
into the stained-glass window after 1508, See also Timo-

thy Husband (New York and Nuremberg 1986: no. 160).

Schmitz 1913, 1: 142—46, 11: NOS. 235—43.

Ahlborn 1969: 109; Kern 1984: 15. T would like to thank

Karl Schitz for bringing this to my attention in a conver-

sation after a public lecture | gave at the J. Pau) Getty

Museum on April 13, 1995.

Schmitz 1913, 1: 142.

Hartmut Scholz (199 1: note 690 on 309) debated

whether Dirrer might have occasionally painted heads

to act as guidelines for the glass painters who carried

out his designs.

Author’s translation from Schmitz 1913, 1: 145.

1930: 42—43. Dodgson thanked Gustav Pauli for bring-

ing the work to his attention.

. Dodgson incorrectly calls the London drawing a Last

Judgment.

Winkler 1959: 23-24.

Butts 1985: 289-94. Sce also Butts 1990.

Strieder 1992: 88.

1991t 122-2.4.

Sce cat. no. 18, note 16.

Anzelewsky 1991: no. 98. In describing the stained-glass
panel The Full of the Rebel Angels, Hermann Schmitz,
(1913, I: 144) pointed out that “a certain weakness of
the arms, which often are not organically joined to the
bodies when thrusting and striking, is frequently ob-
served from 1506 onward, when Dircer was striving for
clear composition, scientific proportions, and beautiful
line .. .” (author’s translation).
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24
Albrecht Diirer

The Fall of the Rebel
Angels

1509
Pen and brown ink, with pink wash on the coat
of arms, on cream laid paper

CONDITION
Very worn, particularly along horizontal and
vertical crease marks

Monogrammed and dated in pen and brown ink
bottom center: 1509 AD

COAT OF ARMS
The Schilling family of Weissenburg, Alsace
(Wissembourg, Bas-Rhin, Alsace, France)

26.1 X 42.2 cm {cut in the shape of a tympanum)
London, The British Museum
Inv. no. 5218-190

PROVENANCE
Sloane bequest, 1753
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The early Church taught that the cre-
ation of man followed the fall of Satan,
citing Isaiah 14: 12: “How you have
fallen from heaven, bright morning star
(Lucifer). . . .” As was traditional in
medieval and early Renaissance represen-
tations of The Fall of the Rebel Angels,
Diirer depicted God the Father enthroned
and angels with lances driving their evil
counterparts from heaven. The rebel
angels acquire demonic features as they
descend to hell. Diirer’s composition is in
the shape of a tympanum. The donor is
depicted kneeling at the far right with his
coat of arms below him. Charles Ephrussi
identified the patron of The Fall of the
Rebel Angels as Jost Schilling, based on
the coat of arms, which belonged to the
Schilling family of Weissenburg, Alsace
(today Wissembourg, Bas-Rhin, Alsace,
France).! Ephrussi connected Diurer’s
drawing with a chapel and altar dedicated
to Saint Stanislaw in Saint John’s Church
in Weissenburg, northeast of Strasbourg,
which Schilling is recorded as having en-
dowed in 1507.2 Ephrussi noted that a
Last Judgment was once painted on the
wall of the chapel.’ The painting had dis-
appeared by 1882.4

Aside from the drawing in London
and what were once traces of a wall
painting in Saint John’s in Weissenburg,
there is no evidence that Diirer executed
a mural painting of The Fall of the Rebel
Angels or any other painting for Schilling
or that another painter did so based on
Diirer’s design. Among Diirer’s surviv-
ing works, the drawing in London most
closely resembles two of the stained-glass
windows he designed for the chapel of
the Twelve-Brothers House in Nurem-
berg: The Fall of the Rebel Angels and
the Sacrifice of Isaac (fig. 21) and The
Holy Trinity (fig. 22), the latter dated
1508. {On the chapel, see cat. no. 23.) In
fact, this type of compositional drawing
must have preceded the windows that
Diirer designed for the chapel of the
charitable home endowed by Matthius
Landauer. One cannot rule out the pos-
sibility that the drawing in London is
a design for a similar stained-glass win-
dow for Jost Schilling, either lost or
never executed. The shallow composi-
tion would have translated well into the
medium of stained glass.® Around 1509—
13, Diirer made compositional drawings
for the Schmidtmayer Window in Saint
Lawrence in Nuremberg in a similar
sketchy manner (see figs. 3—4, p. 5).

The drawing in London was once
folded both horizontally and vertically,
and its overall appearance has suffered as
a result. Nevertheless, the sheet retains
it expressive power, owing to the a rich
and diverse hatching systems, the array
of fantastic demons, and the variety of

FIGURE 24. Albrecht Direr. The Adoration of the Trinity, 1508. Pen
and brown ink and blue, green, and red washes, 39.1 X 26.8 cm. 